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ABSTRACT 


Palestrina was highly esteemed by his contemporaries 
and his music has been revered by scholars and performers 
throughout the four centuries since his time. Despite his 
Stature aS a Composer there are many areas related to his 
life and work where information is incomplete and where 
statements are in conflict. Authorities have arrived at 
different conclusions regarding the predominating structural 
techniques used within the masses, resulting in disagreement 
concerning the classification of his cantus firmus masses. 

The} purpose of this study has been to estabiish 
Criteria fom the classatication cf Palestrina’ s cantus firmus 
INasses and to investigate the manner in which he used cantus 
Fivmus cechhsque an these masses. 

Chapter I deals briefly with Palestrina's life, his 
Compogitaons, and the types of masses he wrote. | in 
chapter II the characteristics of Palestrina*s cantus firmus 
masses are given, followed by a brief history of the use and 


development of cantus firmus as a technique of composition. 


There is a discussion of L'homme armé as a cantus firmus 
Source, and an explanation of solmization procedures in the 
derivation of cantus firmus melodies. In chapter III the 
Masses which have the visual appearance of cantus firmus, 
along with others that have been erroneously classified are 
discussed, leading to the establishment of the list of 
Palestrina's cantus firmus masses. Chapter V contains 
summaries of various aspects of Palestrina's use of cantus 
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INTRODUCTION 


In Vienna in the year 1725, far removed both in dis-— 
tance and in time from the Rome of Palestrina, Johann Joseph 
Fux (1660-1741), composer, theorist, and director of music 
Gia Cheasinpervea! “Court. of Austria, published Gradus: ad 
Parnassum, his most enduring work. This treatise on counter- 
point, “Merked a4 turning point in the evolution of music 
ears ie Either copies of the Latin original, or transla- 
tions of the work have been used by myriads of music students, 
and by many of the world's great composers from Haydn and 
Mozart to the present time. Fux wrote the work in the form 
of a dialogue between the "venerable Master Aloysius" and the 
pupil, “Josephus.” Using explanations, examples, and exer-— 
cises, Aloysius teaches Josephus the art of counterpoint ac— 
cording to sixteenth-—century tradition. From this dialogue 
originated the five species of counterpoint over the long note 
Gantus firmus familiar to all students of music. in the 
author's foreword he explains, 

laifred Manny thats. .alic Gos Viher Study ol Counter= 


point from Johann Joseph Fux's Gradus_ad Parnassum (New York: 
Wena thorconedana Co. Inc... 1965) 74>. 4c: 
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By Aloysius, the master, 1+ refer to Palestrina, the 
celebrated light of music, from Praeneste (or, as 
others say, Praeeste), to whom I owe everything that 
I Know of this art, and whose memory I shall never 
cease to cherish with a feeling of deepest reverence. 


Fux here illustrates the great veneration in which he held 
the music.of Palestrina and implies that the methods in his 
book are derived) from the. contrapuntal practices which 


Palestrina followed. 


More recent theorists, however, have been highly crit- 
ical of Fux's method. Gustave Soderlund says, 


The supposition by Fux that his system was based 
Upon ene COoutrapuncal) practices of Palestrina Cannot 
be maintained: the rigid adherence to a cantus 
firmus in even notes (already obsolete in sixteenth 
century), and the exclusion, both of the ecclesia- 
stical modes and of the xshythmical diversity o£ 
voice leading in the vocal polyphony, gives a highly 
eartriiczal and sevylistically misleading picture of 
the contrapuntal practice of the sixteenth century.” 


Reginald Owen Morris, another pedagogue of the twen- 
tieth century, remonstrates almost with venom against these 
same five species and the rules that govern them. He states, 

As for the Five Species, it needs a more skilful 


advocate than the present writer to find any plausible 
defence for them. They do untold harm . 3 


The opinions expressed by these three authorities, as 


IMann, Mux UuSaGragus, tb. Lo. 


Direct Approach to Counterpoint ian Saxteenth—Century 
otyle (New York: Appleton-Century—-Crofts, Inc., 1947), p. vii. 


3contrapuntal Technique in the Sixteenth Century 


(Oxford: The Clarendon Press, 1964), Be Gi 
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well as others, show that despite the lofty position in which 
Palestrina is regarded as a composer, there have been, over 
the years, differences of opinion about the methods he used 
in composition. 

Palestrina was held in the highest esteem by his con- 
temporaries and has been revered by scholars and performers 
throughout the four centuries since his time. He has been 
called the most important composer of the Renaissance. On 
his casket were placed the words Musicae Princeps (Prince of 
Music). The music of Palestrina, especially his masses, is 
always referred to in superlative terms, and the quantity of 
his music is astonishing in its magnitude. Yet, there are a 
number of areas related to the life and work of Palestrina 
where information is incomplete and where statements are in 
Conmiicr. 

Thespurpose, of “this study as eo Tormulate criteria 
for the classification of Palestrina’s cantus firmus masses 
and to investigate in some detail the manner in which 
Palestrina used the C.F. technique in his C.F. masses. It 
was necessary to (1) define the characteristics of 
Palestrina'’s C.F. masses, (2) establish which are the C.F. 
masses and (3) make a stylistic examination of the use of 
C.F. an these masses. 


Chevter ei geatceLicily with the late ob Palestrina, 


his compositions, and the types of masses he wrote. In 
chapter II, cantus firmus is discussed as a technique of com- 
PoOstLiorn in lucia alivuetratizons of various C.F. procedures, 
Clicviety ela deqls wilh the applica 20m of Cae eri terran iat 
have been established in order to determine which masses by 
Palestine ane Ce. Masses. Chapter LV rcontains ad Glsecussion 
of the use of C.F. in these masses. Chapter V is a summary 
and Conclusion. 

The Rome edition? of Palestrina's complete works has 
been used as the principal musical reference for this study. 
Modern notation including barring is used and page and bar 


numbers refer to that edition. 


Terminology 


movement--a major textual division of a mass referring to 
Lor kyrie, Gloria, Credo ,~canci us Annus Del, 


SecElon—-—a pertion Ob division of a movement Such as Kyric 1, 
Cum sollis, Agnus Der Il. 


DavG-=aspOrttOn OL Gragment ol a Lheme Used=as a. (Clr 


lie Opere Complete Ot Glovenna Pier lures da. Palestrina 
(Rome: Instituto Italiano per La Storia Della Musica, Edizione 


Scalera, 1939-72). 


CHAPTER. I 


THE LIFE AND WORKS OF PALESTRINA 


Biography 


Information about the life of Palestrina has been ob- 
tained trom Official church doctments!,, choir records, re— 
ceipts from business dealings, correspondence, and dates of 
nisemusical publications, More as Known of his later Jite 
than his earlier life because of his increasing stature in 
Church mnustcal PActivities. 

In the archives of the Chapter, "“Joannes de 
Pelestrina” was listed in 1537 as one of the six choir boys 
at Santa Maria Maggiore in Rome. A contract dated October 
23, 1544 drawn up with the cathedral of Saint Agapito in the 
town of Palestrina notes his appointment for lite as “choir— 
master on all occaSions, organist on festivals, and instructor 
Of Canons and boys.” “in November 1551 the records of the 


A 


Julian choir of Saint Peter's~ indicates "Magister Joannes" 


ithe Wulian Chois was instituted in the late £ifteenth 
century to provide training for Italian singers and was charg- 
ed with singing the daily services in the old Saint Peter's 
Cathedral. 


with three boys in his charge. Pope Julius III who ascended 
the throne in 1550, and who had been Bishop of Palestrina, 
caused the composer's life appointment at Palestrina to be 
annulled and called him to the Basilica at the Vatican. In 
January 1555 he was appointed a singer in the Pontifical 


Choir.? 


His appointment "by our Lord the Pope," without the 
usual examination, and without the assent of the singers of 
ther choir, Lecoto his! dismissal by Pope Paul iV six montis 


2 The reasons as listed in the choir records were 


ie eoae 
first, that he was married, a condition contrary to the rules 
Of the choixs, and secondly, the unsuitability of his woice, 

The next two appointments were each for five years, 
Firs. as Choirmaster at San Giovanni Laterano until 1560, 
then tron. Looly to 1506) as, the director at the church, Santa 
Maria Maggiore, where he had been a choir boy. In 1566 
Palestrina was engaged as music master and teacher in the 
newly founded Roman Seminary for the education of students 
bound for the priesthood. The next position was the only one 
during his lifetime in which he was involved with other than 

lalso referred to as both the Papal chore and the 
Sistine choir. it was this choir that sang whenever and 
wherever the Pope presided at a service. The membership un- 
til the mid-sixteenth century consisted primarily of foreign 
musicians. 

2Pope Jugs If idaed an March 1555, two months after 


Palestrina's appointment. Pope Marcellus II died three weeks 
later. 


church music. At the request of the wealthy Cardinal 

Ippolito d'Este, son of Lucrezia Borgia, Palestrina took 

over the direction of the musical activities at the Cardinal's 
villa at Tivoli. This task included the performance of in- 
strumental as well as choral music. He had directed the 

music for the Cardinal during the summer for two previous 
years but accepted the full-time appointment an. 1567- 

The composer Giovanni Animuccia, who had succeeded 
Palestfrine an the Julian choir, died in 1571 and Palestrina 
now succecdec: hii. | Hist first apporzmiment at Saint Peters 
had been as "Master of the boys"; this time he was "Master 
Or ihe WudianvChapel., Palestrina temained in Chis, positron 
EEO bo Cusco Ws dec tiiean. Woo4y 

Many activities of Palestrina’s life remain matters 
ofvspeculation. “Lt as believed that he was born an the 
small town of Palestrina (Praeneste of ancient Roman times), 
about thirty-seven kilometers southeast of Rome, but on the 
other hand he may have been born in Rome because it is known 
that members of his family lived there at the time of his 
birth. The sack of Rome in 1527 resulted in the destruction 
of documents and church records including those of the town 
of Palestrina, so no birth records exist for the composer, 
but evidence indicates three possible dates: 1514, 1529, or 


1525, the latter being the date that is now generally 


* 
: : F oO 
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accepted.t Whether Palestrina's family name was Pierluigi 
or Sante is unclear. Moreover Palestrina's signature on re- 
ceipts and letters is not consistent. He signed himself 
variously as Giovanni, Giovanni da Palestrina, Giovanni 
Petraleye ro Prenest ino, Gio. petraloysio, 11 Palestrina, 
Palestina, Palestrino, Penestrina or aome by the diminutive 
Gianetto. The location of his remains is unknown even 
though his death and aera on February 2, 1594 were reliab- 
ly documented. The old Basilica in which he was entombed 
Was replaced by the present Saint Peters and all the cask— 
ets had been moved to different locations during the transi- 
tional period. Years later, when the new tomb of Palestrina 
was inspected, it was found that the casket inside was not 
is tore2c Jackecathne: anscription Musicae Pranceps:.. 

How well did Palestrina sing? What did he do bet- 
ween his two appointments in 1555 and again those in 1560, 
and why did he hastily leave San Giovanni's in 1560? Was he 
an effective teacher and choirmaster? Palestrina was engag- 
eGeas Orianisteinssaint Adapito, end yat, the dvubste villa his 
responsibilities included instrumental music. How well did 
he play the organ; did he also play other instruments? What 

lNevertheless, the town of Palestrina accepted 1514 
as the correct date because a subscription celebrating the 
quatro-centenary of his birth was started there in 1914 lead- 


ing to the unveiling of a statue in his honour in the town 
ScWeake aii olLOo.. 


wd 
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Statue of Palestrina. It was erected in 192] and stands in 


the Piazza Regina Margherita which adjoins the cathedral 


where the composer was employed in the town of Palestrina. 


(Photo--1972) 
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music did he play; did he only improvise and not write down 
what he played? Did he only play other composer's works, or 
did he compose instrumental works which have since been lost? 
The records are silent. 

Palestrina could not help but be aware of the works 
or Michelangelo. The great sculptor, painter, poet and 
architect was already seventy-six years old when Palestrina 
arrived at the Vatican. Most of his work had been completed 
excep. thaw relating, to the building of Saint Peter's.” He 
had been appointed chief architect in 1546, and was engaged 
in this task throughout the time of Palestrina's eee ap- 
pointment at the Vatican. It is unlikely that’ the young 
composer would mot have Known the artist both by reputation 
and by sight, but was the artist aware of the composer? Did 
he hear any of his music? Were they personally acquainted 
during this period even though there was fifty years differ- 
ence in their ages; was there communion between the two 
great minds? Was he personally close to any of the intel- 
lectuals of the day? “Again, the records: are silent, 

Palestrina's music represents the pinnacle of a long 
period of development of unaccompanied church choral music. 
He was one of the first of the Italian composers to “achieve 
emminence in church music in Rome and through his influence 


Other lcalien Musicicns Gained recognition. This aniluence 


Le 


continued through L'Accademia di Santa Caecilia which he 
helped to found. Palestrina's musical heritage was based 
primarily upon Franco-Flemish influences. His music is pro- 
bably more Flemish in nature than was that of his contempor- 
ary, the Flemish composer Roland de Lassus (1532-1594). In 
the period 1470 to 1550 there were at least 107 Flemish or 
Franco-Flemish composers in Rome. The Pontifical choir hav- 
ing only Sixteen Singers, mostly foreign, absorbed only a 
small number of these musicians at a time so the preponder- 
ance of Flemish musicians in other appointments in Rome can 
be appreciated. Despite this Flemish influence however, his 
music does comprise an amalgam of three components, Italian 
lyricism, Flemish technique, and Spanish devoutness. 

Both the-Catholic church and religious phalosophy in 
general were strong influences in the latter half of the 
sixteenth century. The Reformation had commenced decades 
earlier and the Counter Reformation in Spain and Rome was in 
progress. Almost all of Palestrina's musical life was spent 
in service to tne church, and the influences of the time 
which helped determine the actions and direction of the 
church affected his life. Except for a few madrigals, the 
immense quantity of music which he wrote was sacred. In the 
dedications of two of his. books of motets Palestrina explain- 


ed some of his thoughts about the importance of music for 
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worship. In the first book he wrote, "if men take great 
pains to compose beautiful music for profane songs, they 
should devote at least as much thought to sacred song." In 
the fourth book he states, 
there exists a vast mass of love songs of the poets, 
written in a fashion entirely foreign to the pro- 
LeSsion and name or Christian. “They are the “songs 
of men ruled by passion, and a great number of 
musicians, corrupters of youth, make them the con- 


Cer Ob tnere abl and their industry: an proportaon 
as they flourish through praise of their skill, so 


do they offend good and serious-minded men by the 


depraved taste of their work. I blush and grieve 
to think that once I was of their number.? 
(italics mine) 

in the last sentence of the above quotation he refers to the 
few secular madrigals he had written earlier. Palestrina 
Was a product of the church and of the Counter Reformation, 
both in his mustzecand in how he lived--ali for the glory of 
God. 

Musicians of the sixteenth century depended entirely 
WpoOnepatronage tor their Livelihood. The church was such a 
strong and important influence in this period that many of 
the musicians of the time spent their lives, as Palestrina 
Cid Serving oli “Chistes one Of “the reasons, for the: large 
Poay mt welioicus compositions 1n this period. 

lsam Morgenstern, ed., Composers on Music (London: 
Faber and Faber, .)956)1, p. 3. 
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Compositions 

Of Palestrina's complete works, sixteen volumes con- 
tain masses, seven volumes contain motets, four contain ma- 
drigals, and the few remaining volumes contain lamentations, 
Magniireacs, OLlcertories, litanies, and hymns. There are 159 
madrigals of which about 91 are spiritual and about 68 are 
secular. Motets comprise the second largest group of 
Palestrina. s Works. . Sixty-six were written for four voices, 
135 fOr Dave voices ,. 37 ror six voices. 3 for seven voices, 
13 for eight voices and 5 for twelve voices, making a total 


of 259 motets in the Rome edition of the complete works. 


Masses 

Palestrina's masses comprise about half of the 
amount of music he wrote. The Rome edition contains 103 
masses or which 40 are for four voices, 37 for Live voices, 
21 for six voices, 4 for eight voices and 1 for eighteen 
voices. The eight-voice and the eighteen-voice masses dif- 
fer in structure from the rest of the masses. The eight- 
voice masses are written for two choirs of four voices each, 
and the eighteen-voice work is for three choirs of six 
woLces each. In each work the choirs are often used anti-— 
phonally. In the case of the eighteen-voice mass, when the 
three choirs are not Singing antiphonally, the six voices 


are doubled. These five multi-choir masses use the same num- 


Lo 


ber of voices in each section of the work, whereas in all 
the other masses there are sections with fewer voices, and 
also sections with more voices, than those used at the start 
of the mass. As well as the 103 masses mentioned there is 
one further mass in the Rome edition. This work was written 
by a number of different composers, each having contributed 
either a section or a few sections of the mass. The first 
part of the Gloria was the section composed by Palestrina. 
Most of the work is written for twelve voices (three choirs 
of four voices each) however three sections are for four 
voices and one section is for eight voices (two choirs of 
four voices each). Of Palestrina's 103 masses, about one- 
Haliveabe  perody, masses, aboutle third are parapirase, Live 
are canonic, six are freely composed and a few are cantus 
Pus 

A paraphrase mass is one that uses thematic material 
borrowed from a pre-existent melody (or melodies) which is 
edepted oF Manipulated, «and used generally in all voices. 
A parody mass derives its material from an existing composi-— 
tion such as a motet, a multi-voiced chanson or another mass. 
Either the whole Composition, or major sections of it, are 
adapted or reworked so that a new composition is formed, one 
which resembles the model. Canonic masses are those in 


which the use of canon, either single, double or multiple, is 
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the principal technique used in the composition. A compos- 

er*s technical skill is particularly displayed in this type 

of mass. Freely composed masses are those in which all the- 
Matic material 1s original to the composition. 

None of Palestrina's masses is commonly referred to 
as a "plainsong mass" although some make use of this techni- 
que, along with both paraphrase and cantus firmus techniques. 
They are classified as paraphrase masses. About seventy—-nine 
of Palestrina's masses use Gregorian chant as a source for 
Tie Vthematicimaterial. Many of these are paraphrase, many 
are parody based on an original work which used plainsong, 


and some are cantus firmus. 
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CHAP Tain. lt 


CANTUS FIRMUS TECHNIQUE 


Definition 

Cantus Eirmus has been variously described as “a 
melody adopted by a composer for contrapuntal treatment, "4 
or as "an existing melody that becomes the basis of a poly- 
phonic composition through the addition of contrapuntal 
voices."2 The latter definition assumes that the C.F. is an 
entity in itself to which additional voices have been added. 
A further definition supports this concept: “a pre-existing 
melody used, generally in long notes, as the foundation of a 


2 Edgars opaLrks suggests that a, pre— 


polyphonic composition.” 
existing melody can be used either (a) as it exists, unalter- 
ed except for having long or extended note values, or (b) 
with the melody or part of the melody altered both melodi- 
diy, CrecColes, "Cantus Firnus,,” Groves Dictionary of 


Music rancetisiciane, och 6d.7 Ll, 949. 


2"Cantus Parmus,. Hervard Dictronary of Misac,. 2nd 
Owe Oo Se Ove oO. 


3"Ccanto Fermo," Collins Music Encyclopedia, 1959, 
Tey, (AEANO)S 


Li 
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cally and rhythmically. He observes, 

Composers normally did not copy out the borrowed 

melody literally, but manipulated it in a great 

variety of ways. In many cases the preliminary 

manipulation was as important a part of the crea- 

Lave process.as the writing ob. the counterpoints.?2 
Such a definition of cantus firmus which includes manipula- 
tion of the pre-existing melody necessarily includes within 
the classification of cantus firmus masses both those with 
long or extended note values as well as those that are more 
correctly defined paraphrase masses. Thus two categories of 
masses are combined into a single large category. This is 
the classification supported by Sparks, but he acknowledges, 

Composers sometimes proceeded as students do nowadays 


Snostetatour the part in ong motes on equal value, 
wey «Lo ichis not often, but often enough that I have 


beg tG consider it as a Category Of treatment incites 
own right.3 (italics mine) 
For this category Sparks chose the term “strict” cantus f£ir- 
Ins eee or Gl Se StL LCE WCategory of CoP. Creatment that has 
provided the basis fon ithe classification of cantus. firmus 
masses in this study. 
The  wiollowing Characteristics distinguien Palestrina Ss 
cantus firmus masses from his others: 
I"Cantus Firmus in Mass and Motet, 1420-1520 
(Berkeley. University of California Press, 1963). 


2thid, p. l. 


3tbid, p. 2. 
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l. The same theme appears in each movement of the 
masé and is therefore a wnifying factor. 

2. There is a characteristic visual appearance to 
the printed page in many places where cantus firmus technique 
is used. The C.F. voice often uses only elongated note va- 
lues making it stand out visually--and perhaps aurally--from 
the shorter notes of the other voices. 

3.9 dhertheme used as the C.F. is seidom altered 
either by changing or by adding notes, although it is often 
altered rhythmically. 

Ay ENG h  Leweexcepi ons. the iComelece theme, on the 
Caf. as presented before it as repeated; the melody is seldom 
fragmented in the C.F. voice. 

5. When the C.F. is presented in a section it re- 
mains in the same voice throughout the section, and that 
VOuce sings, only the C.F. theme. 

Gas tnesC. Mh Miepplaced win Vari1oussvoLces, not~gonty ain 
ERCSECNeL. 

ie wiherC.e. Voice, wuselr is generally mndependent of 
the polyphonic texture although thematic material from the 


ClF.siseorten usedein,. che other voices. 


HiStOLy 


Cantus firmus technique originated with tenth-—century 


organum in which a parallel voice was added to the cantus 
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firmus plainchant.~- Organum progressed through stages of 
Similar, oblique and contrary motion eventually achieving 
complete melodic independence of voices. In eleventh-century 
St. Martial organum flowing melismas were sung over sustain- 
edimctes*or the ‘chants )t later; by a process of xshythmic or— 
ganization and the addition of words, the thirteenth-century 
motet appeared with motetus and triplum voices, each support-— 
ed by, although independent of the tenor C.F. 

Unified practices in settings of the complete ordi- 
nary in the early fourteenth century are part of the history 
of C.F; masses. The Messe de Notre Dame of Guillaume de 
MactioMtas (Casi sc 0013 71/) jsalenough BnobeatCah amass (ire sunir.ed 
by a short motive common to each movement. The idea of uni- 
fication was an important element in the development of the 
CLEe mass, | Cantus sirius assa Untying actor in, composition 
Was initiated later. 

Most cGanly Settings of thesordinary waich use Clr. 
are more accurately classified as "plainsong masses" rather 
than as C.F. masses even though C.F. may be used throughout 
the work. The composers of plainsong masses used a kyrie 
Chant tacit New source wor tthe C.Py in thevkKyrie, fa, qlotre schamt 
ipeche Gloria jand (agbencdactus: Chant mn the) Benedictis, tc; 
thus a common motive was absent and unless some other techni- 


que of unification was employed movements of the mass might 
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have been substituted during the service with movements from 
other masses. 

The idea of a cyclical mass using the same theme 
throughout each movement and thereby producing a unified 
whole seems to have originated with the English in the early 
fifteenth century. John Dunstable (ca.1370-1453) was perhaps 
the first to use C.F. as a unifying device. ‘Two mass move-— 
ments are extant, a Gloria and a Credo, each of which con-— 
tains the same melody stated twice in the tenor. Missa super 
Alma _redemptoris mater a3 by Leonel Power (d. 1445) is one of 
the earliest examples of a mass containing a C.F. in each 
movement. The Kyrie, as iwaes the practice an settings pr 
English masses, 1s not present, but the C.F. is found in the 
tenor, the lowest voice, of the other four movements. 

Although the C.F. idea seems to have been of English 
origin it was quickly accepted and eventually developed ex- 
tensively by the Franco-Flemish composers Johannes Ockeghem 
(ca.1420-ca.1495), Jacob Obrecht (1450-1505) and Josquin Des 
Prez (ca.1440-1521). Virtually every composer of masses dur- 
Ices period*used the C.F. technique. Guillaume Duray 
(ca.1400-1474) was possibly the first of the Franco-Flemish 
composers to use the technique and was probably responsible 
for establishing the second lowest voice in a four-—voice mass 


a6 the C.F.-voice. Through the next) two centuries the ordi- 


21 


i ca : 


ivi) adqmere Aare sobeeatts 
aa, +e 


a - , 
_ = 
: " 
7 sy 
7 
‘ aoe. é ( @ e 
P ¢ 
4 7 i) 
P 
4 i +s bas fh Be 
® 
a ~ 
4 
x 
* 
m , i 
< 
: - 
- -_ * 4 
a _ % 
a 
Ps ¢ = 
i] 
+. e te r 
i - 
7 os = 
- 
= Bie) bd % «i * — 
~~ 
- 
= id = > 
169 p . 7s 8y ; wed Ae 


ee 
Saft iho Leo ~. ee Pat 
8p aus 


a y oft 
a 7 = a be “at ‘ies vio: 


ee. 


nary of the mass as an integrated work resulted in some of 
Eheamoret. Important music ot the periocs Cantus firmus, as 3s 
cyclical procedure having a unifying power gained from the 
repetition of a melody from movement to movement,is undoubt- 
edly one of the great landmarks of musical development. 

In developing the C.F. mass technique Renaissance 
COlpOoOSere Seemea slo have had -adirriculty 1m cissecieting <4 
plainsong melody from its original text. That which appeared 
logical in a polyphonic plainsong mass did not seem appro- 
priate in a C.F. mass; the renaissance mind seemed loath to 
employ a kyrie theme for anything other than a Kyrie move- 
Nene Of en agnus Dei theme Lor anything but an Agnus Der. On 
the other hand, they did not hesitate to accept a secular 
song as a thematic source for a religious composition. Other 
religious melodies such as hymns or antiphons were also 
acceptable. Since unity in the composition was a goal, an 
easily recognized melody would readily connect the movements 
in the mind of the listener, and therefore popular secular 
songs or well-known hymns were frequently chosen as C.F. sub- 
jects. 

The earlier C.F. masses used the melody quite simply 
in long notes above which was written a polyphonic texture 
Unrelerea to the melodic thread of the C.F. “In further’ de- 


velopment of C.F. technique such devices as augmentation, di- 
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Minution, inversion and cancrizans or crab motion are found. 
Migrationyolstherc. ©. from voice tovvoice occurred in some 
compositions and in others the C.F. was fragmented. In 
Obrecht's Missa super Maria zart the C.F., a German Marian 
song, is divided into twelve segments which are variously 
presented in each of the mass sections, but not until the 
last movement is the melody sung in its entirety. 

Composers of the early renaissance tended to keep the 
polyphonic voices thematically independent of the C.F., while 
in works of later composers the C.F. thematic material often 
permeated the entire fabric of the composition. As well as 
masses based on religious melodies such as antiphons and 
hymns, and on popular songs, some composers used abstract 
themes including the sounds of nature as material for their 
Ceh.5 Johennées Martini, a late: fitteenth-—century: composer, 
WeOtCRMiocouCUCHMMSt IG) Ciee familiar tTalling minor coird. oO 
thes birds swsongi as ta Corse “in theimeass™ the call’ 2s -sounded 
ee three difterent patch levels. 

In earlier C.F. masses the words sung by the C.F. 
Voice were those. of the source. This led to textual confu- 
S2on, and because remnants of thespractice extended anto, the 
mid-sixteenth century it was one of the problems relating to 
church music that was discussed at the time of the Tridentine 


Council. Examples of multi-text masses are: Dufay, Missa 


Solent 
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Ecce ancilla; Jacobus (or Jacques) Barbireau (ca.1408-1491), 


Missa Virgo parens Christi; Gaspar van Weerbecke (ca.1445- 


1514), Missa Ave regina coelorum. By the time of Palestrina 
the practice had generally ceased. 

Beginning in the latter part of the fifteenth century 
there was a decline in. the usevof Clr. technique and a sub— 
sequent rise in the development of other techniques such as 
paraphrase and parody. Obrecht's Missa L'homme armé is uni- 
Quem perme DS tac dt lSTnOL On lyca. CoB imass bite 1b aeyal sora 
parody of a mass with the same name by Antoine Busnois (d. 
1492). The C.F. portions are treated in much the same way, 
the lengths of tenor sections and indeed the total lengths 
of the works are identical. Structurally, the Obrecht work 
follows the older model, even to inverting the theme in 
Bouse Dein —Cliver Strunk Nas suggesteo that periapsm tis. 5 
a tribute by Obrecht “to the authority of his model." 

Both the use of paraphrase technique, which is an ex- 
tension of che C.bS technique, and the writing of freely con— 
posed works increased as the renaissance progressed. 
Alexander Agricola (ca.1446-ca.1506), who had a bent for ori- 
Gimality, uneluded in his Missa Malheur me bat sections of 


free counterpoint interpolated into the C.F. sections. 


of the American Musicological Society, June 1937, p. 25. 
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Antoine Brumel (ca.1475-ca.1520) in Missa De beata virgine 
employs both C.F. and paraphrase techniques, and Jean Mouton 
(ca.1475-1522) used the C.F. technique mixed with other tech- 
niques in several masses. 

The decline of C.F. and the ascendency of new methods 
is emphasized by Clemens non Papa (Jacobus Clemens ca.1510- 
c¢a.1558) who used the terms "ad imitationem moduli" or "can- 
eee ale are mOr e NieSaeclper. . . ose a Olay Olen com 
posers Of (he later renaissance including Budwig Sentl o(ca. 
1490-ca.1556), Cristobal de Morales (ca.1500-1553) and 
Lassus continued to use C.F. techniques in various ways, but 


nevertheless the terms "old fashioned," "obsolete" and "an- 
cient" are now commonly applied in reference to its use dur- 


ing the carly and middle quarters of the sixteenth .century. 


Pelestrina s Sources. of Cor. 

Palestrina used three sources for C.F. in his masses: 
(a) plainsong melodies, (b) secular songs and (c) contrived 
or abstract melodies. Sacred themes (from plainchant) are 
used in at least seven of his masses; one secular song--the 
famous L' homme armé--is the source for two; and there is one 
mass which uses an arbitrary or abstract melody--the durum 
(hard) hexachord--referred to as a solmization mass. The 


Subject Of one ob the C.F. masses has not been adentified. 
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L'homme armé as a Source 

The second of the three sources of C.F., the secular 
song, is represented in many masses written during the fif- 
teenth and sixteenth centuries. These masses often used 
well-known songs, and in some cases, lesser-known songs some 
of which were further obscured by the mass title Sine nomine. 


French chansons were particularly popular; these included Se 


ja face ey pale, De plus en plus and Fortuna desperata. in 


England a tune called Western Wynde was frequently used. The 
Most popular of all «secular sources for Cv. was the French 
chanson L'homme armé. In excess of thirty masses that use 
this theme are found in the works of composers from France, 
the Flemish areas, Spain, the British Isles, Switzerland and 
italy. Compocers anclude:: 


Phillippe Basiron (fifteenth century), Flemish 

Antoine Brumel (ca.1475-ca.1520), Flemish 

PREOLNS Susnors de, 1492)5) Prenchoor lena eh 

Philippe (or Firmin) Caron (fifteenth century), 
Netherlandic 

Loyset Compere (ca.1455-1518), Flemish 

Guillaume Dufay (ca.1400-1474), Flemish 

Josquin Des Prez (ca.1440-1521), Flemish, two 
settings 

Guilliame Faugues (fifteenth century), Netherlandic 

Johannes Ockeghem (ca.1430-ca.1495), Flemish 

Marbrisano de Orto (d. 1529); Flemish 

Giovanni da Palestrina (ca.1525-1594), Italian, two 
settings 

Mathieu Pipelare (early sixteenth century), 
Netherlandic 

weane nears, (ad. 1502), Blemish 

Pierre de la Rue (ca.1460-1518), Netherlandic, two 
settings 

Joannes de Tinctoris (ca.14356—-1511) , filemish 
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Beltrame Vaqueras (early sixteenth century), Spanish 

The origin of the tune is unknown and possibly dates 
from around 1430-1440. The earliest known source is a three- 
part setting found in the Mellon Chansonnier compiled about 
Tteon The text of the song comes from two sources: the 
Mellon Chansonnier, and the six anonymous L'homme armé 
masses from Naples, all of which were discovered in recent 
years. —The words of therchanson make reference to “le doubte 
turcg" (the terrible Turk) which probably links the text to 
the Turkish peril that still hung over Europe in the £1fteenth 
century. It has been suggested that L'homme armé may have 
Originated as a rallying song for a renewed crusede against 
the Turks. 

it seems that the renaissance frame of mind could 
easily correlate secular with spiritual thoughts. Jean Regis 
used the theme in conjunction with an antiphon for the feast 
of Saint Michael thus linking the "armed man" with the guar- 
dian angel, Michael. Morales, on the other hand, probably 
had in mind Charles V in his Missa L‘homme arme. 

The theme itself is well suited structurally to can- 

Iuanfred F. Bukofzer, "The Unknown Chansonnier of 
the sFatteenth Century,” The Musical Ouarterly, AVIIL 
(January, 1942), 14. 


. : 4 
2Judith Cohen, The Six Anonymous L'homme Arme Masses 
(American Institute of Musicology, 1968), p. 20. 
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tus irae atres ment. It ac in ternary form, of convenient 
length, with a combination of conjunct and disjunct movement 
and interesting rhythmic variety. It is shown in example 2-1 
essed 1 One Of the earliest of the mass settings, that of 


Busnois. 


EXAMPLE 2-1 L'homme arme as in Busnois' mass 


Alterations to the melody as shown in example 2-2 
appear in the’ works of various composers. Busnois, Caron, de 
Orto, Tinctoris, Vaqueras, de la Rue, and Palestrina use B(1) 
as in example 2-1; Josquin, Dufay, Faugues, Regis and de Orto 
on one occasion altered the ending of the phrase as in ex- 
ample 2-2A. Ockeghem and Basiron manipulated the theme so 
tiat ern. corms san ECU) were used alternately. A further 
aiternate shape of B(l) was used by both Josquin and Regis 
where a semitone rather than a tone separates the second 
and third notes of the phrase (Example 2-2B and 2-2C). 


Transpositions of the theme also produced this interval, as 
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illustrated in example 2-2D. 


EXAMPLE 2-2 L'homme armé" alternative versions of part 
B(1) 


The =threc—nore bridge between A and B 1s used by Dutay, 
Faugues, Basiron and Busnois; other composers such as 
Josquin, Ockeghem, Caron, Regis, de Orto, Tinctoris, Vaqueras, 
de la Rue and Palestrina omit these notes. 

In most of the L'homme armé masses the theme is used 
in either dorian or transposed dorian mode, although four of 
the masses, Josquin's super Voces musicales a4, one by 
Palestrina, and those by Ockeghem and de Orto, use the melody 
in G@ither mixolydian or transposed mixolydian mode. The 
Ockeghem work employs mixolydian mode for all movements ex- 
cept the Agnus Dei in which the theme is sung in transposed 


dorian; the de Orto uses mixolydian in all movements while 
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Josquin used transposed mixolydian for the Kyrie and mixoly- 
aan for Agnus Der J. 
Ine treatment of the C.F. in the masses varies with 
7 as ° ' _ 
each of the many composers who used it. Most L'homme arme 
Masses appear to use C.F. technique but some are more proper-— 


iy Clasetiiece as paraphrase, OF AS primarily parapnrase 


. . . . . . 7 
masses (Josquin, Missa Sexti toni; Regis, Missa L'homme arme; 


Palestrana, Missa Quarta; the Christe and Credo of the 
Tinctoris mass). L'homme armé masses by Caron, O¢keghem and 
Bas ivonsvcontain wit ee polyonony an the Cory voice arter tie 
Gelee theme Das been presented. The tenor voice Aormally 
SWaCgsmune CA. , bUuG occasionally Ener sts: Sound in -obher. 
WOLCES . 

Dufay and. Vaqueras wrote sections in which the C.F. 
theme was sung in notes of shert values,” Gone pitase et a 
Gime, Separated by long periods of rests. On the ocher hand, 
both Ockeghem in Et resurrexit and de Orto in Sanctus pre- 
sented the complete theme more than once in a movement. In 
tnemirst part of themoenctus,c£ delOnto s mass, pert A) 
of L'homme armé is repeated five times in succession, each 
hime stacting ona ditferent note and with a diéierent rhyth-— 


mic Lelationsnip. “The starting notes thense ves = comprise an 


acrostic of the phrase A(1) (Example 2-3). 


EXAMPLE 2-3 


SANCTUS 


de Orto, Missa L'homme armé: 
part A(1) 


acrostic of 


— i a 


Sacctus 


eRe 


The procedure of singing the entire theme once 


through in each movement was common, although in longer move- 
ments, such as the Gloria and the Credo, the entire theme is 
presented once in each section of the movement. Dufay used 
the entire theme in the first section of the Gloria, then 
used the complete theme again in the Qui tollis. Tinctoris, 
Basiron and de Orto used the entire theme in Kyrie II and 
Ockeghem, Duiay, Caron ond Vaqueras Used pati A tor Kyrie 1, 
Bytom CurustesonOen veto Kyrie il. -Iieronete  Gaseo ail wwHicn 
less than the complete theme is used in a long movement such 
as the Gloria of the Vaqueras work where both A and B are 
sung, uc Mot, AY. Usually the Eehomme armé melody is divided 
according to its matural phrases. In the Busnois, Vaqueras 
and Tinctoris masses the theme is divided into two with the 
point Of Separation occurring between B(1) and B(2) . 
Extensive use of canon is to be found in settings by 


Faugues and Vaqueras in which two voices sing in canon at 


a2 


W 
Ww 


various intervals and time periods. Usually the canonic 
VoLlces are the “altus ana the ténor; and in both masses the 
technique is used extensively throughout the work. Some 
masses have completely independent material in the polyphony 
WEILbLen around the ClF., but de Orto, Busnois and Tinetoris 
used L'homme armé as thematic material for the other voices 
as Welk as cor Cher. E., 

Migrant C.F. as a technique in which the C.F. starts 
in one voice for part of the theme then moves to another 
voice for the next part and yet another for subsequent 
poreses.. qin Kyrie LE OL Tanctoris?’ masse the Gf. starts in 
Eneetenor Lor A, the altus cakes over the; C.F. for part ss, 
then AY is egain sung by the tenor. In the Gloria at Domine 
Deus ‘the tenor sings part A, the superius part B(1), the al- 
tus B(2), the Superius B(3) and finally the tenor sings part 
AY, 

The rhythm of the C.F. in many of the masses is re- 
lated to the rhythm of the L' homme armé theme. Long notes 
are often used, maintaining the rhythmic relationship, but 
sometimes the notes are elongated to such an extent that the 
rhythmic pattern of the chanson is obscured. In many cases 
saoded notes are to be found, and in ome places the C.F. 
voice abandons the C.F. theme for free polyphony. 


it additions to the prolation- technicgue described 


above in de Orto's Sanctus (Example 2-3), of particular in- 
terest are the following unusual treatments of C.F. in 
L'homme_armé masses: (1) Dufay, in Agnus Dei IIT, has writ- 
ten above the C.F. "Cancer cat plenusy sed redeat medius.” 
The theme proceeds backward first, then is sung forward at 
twice the speed. 


EXAMPLE 2-4 Dufay, Missa L'homme armé, Aomiss Dei Lie 
(a) the theme sung in reverse in tenor (38 bars) 


A- grins a ee fe t aaa 

SS See Se a ee ae en So oeee Tar sae 

eee 

Canon: Cancer or lenus ck redeatmeddius. 2 
LTD + of 


+ % = =e an cs =e 2 E SSeS £ 
SS == = —T, 
I 


(b) the theme sung forward in tenor at twice the 
speed (19 bars) 


(2) In Agnus Dei of Busnois' mass the theme is inverted. 


EXAMPLE 2-5 L'homme arme inverted 


(3) Josquin's Missa Super Voces musicales combines the C.F. 
technique with solmization technique; L'homme armé rises pro- 
Gressave ly Tin Gach Movement, Starting Of Ue an Kyrie, ce in 
GIiCtig pili tie COPOO, eaetieodNGlis gs comm Agils. Det tsand ia 
ineesonic Dev Lit thus combining hexachord) and C.F. treatment, 
(4) The six Neapolitan anonymous L'homme_armé massest are, 
taken together, a unique example of coordinated composition. 
They contain an extended use of fragmentation in which the 
first five masses use in the tenor a portion of the L'homme 
armé theme (divided as seen in Example 2-6). The fragmenta- 
tion of the chanson seems to have been done in an arbitrary 


Wanker without following the natural davasions of the melody. 


Each part of the theme was used in its respective mass, not 


1niscovered by Dragan Plamenac around 1924 and dating 


from around 1465-1470. Cohen, Anonymous Masses, pp. 9 and 70. 
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entirely as) a strict €.F., but also in a paraphrased way, 
sometimes highly elaborated with retrograde motion, inver- 
flies; Seduencec, elLc., thus forming the scatfolding upon 
which the mass was constructed. The sixth mass is a C.F. 
mass utilizing the complete melody in the tenor, this time 


Sung lacCCGoraing to Ls natural phrasing. 


EXAMPLE 2-6 Fragmentation of L'homme armé 


solmization Techniques 
The Hexachord 

The development of solmization syllables originated 
with the eleventh-century theorist Guido d'Arezzo. The first 
syllable of each line of the Hymn to Saint John the Baptist 
was sung on a progressively higher note. Guido applied this 
scale, of six notes, each with its own Syllable, to a method 
Of teaching Sightesinging,. tater, French musicians used the 


eV ledlessds) Liked notes, Ut Tor Cy region ad, etc. “the «scale 
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was extended about 1650 with the addition of the seventh 
Note, e. (later ti), which was probably derived from the 
first letters of the last two words of the Saint John hymn, 
eancte Toannes (Example 2-7). The moré singable doh was sub-— 


SiuLivcea ctor Ut. 


EXAMPLE 2-7 Hymn to Saint John 


(Liber p- iso) 
Hymn. 1 See eee eS Se ee 
= se ae sae as TC 


ee A OT ce ant laxis resonére fibris M{- ra gesté- 


rae 5) Mas lad EP area SRA ae PO 
1__| y_° (eee 1 dake sa eed 


rum famu-li tu-d-rum, Sdl-ve polli-ti Jabi-i re-a-tum, 


Sancte Jo-annes, 2, Nunti- us célso  véni- ens Olympo, 


The method of devising a theme from the solmization 
syllables is simply that of selecting the syllables in a de- 
sired order, frequently but not always in a scalic sequence. 
Palestrina used as his subject the complete hexachord in 
scale--ut, re, mi, fa, sol, la. Juan de Esquivel (Spanish 
composer of the late sixteenth and early seventeenth centur- 
ies) wrote a hexachord mass for eight voices. Both Morales 
and the Flemish composer, Brumel, used the complete hexachord 


as CFs for masses. in Brumel's Missa Ut re mi ta sol la, in 
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COontrastG «to that by Palestrina, all three forms of the hexa- 
chord are used in the C.F., ascending only, except in Agnus 
Dei where both the ascending and descending forms are used. 
in the last statement of the C.F.,in Agnus Dei Ii,the C.F. 
ascends and descends a fifth, not the complete six notes. 
Pretro Vinci (¢a.1535-1584) used the en in reverse in 
his Missa La sol fami re ut, and Josquin wrote a mass using 
the incomplete hexachord in reverse but with a slight varia- 
£10n in the order, Missa La sol fa re mi. Solmization tech- 
nique was also used in instrumental compositions by such com- 
posers as William Byrd (1543-1623), John Bull (1563-1628), 
Jan Sweelinck (1562-1621) and Girolamo Frescobaldi (1583- 
1643). 

VOSQUiInsUell tZedsOther Ssolmizatton procedures 2s well. 
Tnebis. moOce&. OA IrgoUpErucentissima he changed ‘certain notes 
so that the solmization names of the new notes corresponded 
with the vowels being sung (Example 2-8a). In other places 
he changed notes in the reverse order--away from the solmiza- 
tion syllable and vowel agreement (Example 2-8b). Another 
motet with an almost identical name, Virgo prudentissima, also 
contains a passage using solmization syllables. Near the end, 
alLL the: voices an succession sing the words "ut, sol” to the 
respective notes of the hard hexachord. The bassus in parti- 


cular repeats the syllables and notes many times. 
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EXAMPLE 2-8 Josquin, O virgo prudentissima: 


(a) notes changed to match solmization syllables 


(b) notes changed from solmization syllables 


ut 


& {mun 


JOsquin | s motel Ut Phoebi radiis contains 4 C.F.) in canan 
WiC is an elaborate Solmizgation pun. Bach dane of the poem 
Starts successively with ut, ul re, Ut re mi; ue re ma fa, 
etc., until the full hexachord is completed. The second 
stanza starting with la, la sol, la sol fa, etc., reverses 
the series. The bass sings the natural hexachord and is the 
leading voice in the first stanza; the tenor sings the soft 
hexachord and is the leading voice in the second stanza (see 
eopenaik p. 121) 

Heinzich Isaac (ca.1450-1517), in a motet Kogamus te 


published by Petrucci, used as his theme a four-note solmiza- 


»? 
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tion motive, la mi la sol. The famous madrigalist, Luca 
Marenzio (1553-1599), also used this technique; in his madri- 
gal Mi fa lasso languire he matches the words of the poem 

with the solmization syllables that the words suggest. This 
procedure comes close to the practice of soggetto cavato which 
is discussed below. A final example of solmization technique 


approaching the soggetto cavato method uses just two of the 


solmization syllables. In the Josquin motet Illibata Dei vir- 


go nutrix? che Tenor sings as a C.F. a beler PoOMmizaeion f1g— 
ure alternately on hexachords based on F and a (Example 2-9). 
The figure is la mi la which, because the text speaks of the 

virgin, may have been derived from her name, Maria (la-mi-la). 


PSAMPLE 2-9 “dosquin, Lllabata: Dei. virgo nucrix, secunda 
pars 


lomere ig an acrostic of the composer's name in the 
fire: part, of the mote. 
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poggetto Cavato 


SOqcgetlLo Cavato means laterally “carved subject, " ox: 
as the theorist Gioseffo Zarlino (1517-1590) used the ex-— 
pression "cavato dalle vocali" (drawn out of the vowels of 
the words). In order to derive the theme, the composer used 
the vowels of either one or more words of a poem, a title or 
a name--frequently the name of a person of royal or aristo- 


cratic birth whom the composer wished to honour. Each vowel 
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is represented by a note with the appropriate solmization 
syllable. The letter u is represented by ut, the letter i 
by mz, the Letter e@ by re, etc. The theme. that is then dev— 
eloped could be used as the C.F. for a composition, whether 
instrumental oO: vocal, ao madragal of a mass. Vive Je EOyoeLs 
a four-voice composition (presumably instrumental since no 
words are found with it) which was published in 1503 by 
Petruce: in Canta C. ‘The letter v is interchangeable with 
u, and y is interchangeable with i. Substituting the sol- 


mization syllables provides the following melody: 


EXAMPLE 2-10 Josquin, Vive le roy 


V Vi e lee on 6) y 
ene it ce re sol mi 


ae f Gem | 
Se 
SEY a> LasgaOSs ——— eS 


natural hexachord 


ree ee or Cie oChore 


The resulting theme is played as a C.F. in the tenor in both 
the natural and hard hexachords, and in notes of equal value 
(one whole note to a bar, see appendix p. 119). 

A well-known example of soggetto cavato occurs in a 
Mass by JOosquin written in praise of Hercules 1, Duke of 
Ferrara; Missa Hercules dux Ferrariae. Disregarding the non- 
Souncingye in ther aiphthong at the end, the vowels in their 


order of use are e u euea ie which, when solmized, give 


» _ - P 7 ro. — a 
a Ag an ie a ~~ 


7 


> : 7 1 7 7 -_ - : 

' rear: SS ceraaign » ae 
+ or . GLa 

Pe dete, Dts on bol ued 


i! Laas = s] pay ah - 
ee, u* a od 
72 . i wv 

i ees > 
i Paes a 
+ cee a es 


= 
irs ; 


43 


the following notes: 


EXAMPLE 2-11 Josquin, Missa Hercules dux Ferrariae: 
soggetto cavato theme 


FG Ut Te wt re fa mi re 


ihe theme 1s used an the tenor as a long-note C.F. and as 
sung in both the natural and hard hexachords. In the Kyrie 
(appendissyp. 125)°"the CLE. as sung once in Gach of the three 
sections. The superius also sings the theme once in long 
notes starting at the beginning of the movement--probably to 
alert the listener to the homage being paid to the Duke-~and 
following this statement the superius joins in the free 
counterpoint for the rest of the movement. 

iwOeVUKeSsOm Fertabay are seach Heprescenced by Soggert co 
cavato masses in their honour. A mass with only the name 
"Lupus" as the composer was published about 1532, two years 
before Hercules II became Duke. This mass seems to follow 
the Josquin example and is likewise entitled Missa Hercules 
dussrerrariae,¢ however the Soggeuto theme is slightly dit— 
ferent (Example 2-12). Mutations produce variants of a 
theme. Li the soft hexachord is wsed for notes 1, 2 and 4 


of the theme and the natural hexachord for the rest, then 


Che arst rour notes (re, ut, re; ut) “correspond: to the 
VOWELS In iicrcules. dux; the last four (re, fa, mi, re) ta 
the vowels in Perrariae. This leaves two extra notes in 

the middle indicated by the solmization syllables re and mi. 
These may be derived from the Latin word erit which, if in- 
Sented Unto che full title; would then read Hercules dux 
erit Ferrariae (Hercules will be Duke of Ferrara). Since 
the mass was written prior to the time Hercules II succeeded 


to the throne this seems a likely supposition. 


EXAMPLE 2-12 "Lupus," Missa Hercules dux Ferrariae: 


SOOGeLtO Cavaco theme 


re ut ut soft hexachord 


SS 
Ze LeIMiarewLas Min Le natural hexachord 


Cipriano de Rore (1516-1565) wrote two masses honour- 
ig nerciles Th. The Lirst derives <a soggetto irom. Vivet 


felix Hercules secundus, dux Ferrariae quartus which because 


of three consecutive "uts" contains a mutation of hexachords. 
The second entitled Missa Praeter rerum seriem is based upon 
a motet of similar name by Josquin and may or may not use a 
soggetto of the tenor words (Hercules secundus, dux Ferrariae 


Wartus, vivit et vivet. The number of vowels correspond 


closely with the number of notes, but seven of the eighteen 
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vowels would need to be from mutated hexachords in order to 
fit the solmization syllables. The Flemish composer, Jacob 
Vaet (d. 1567 in Vienna), wrote a motet Stat felix domus 
Austriae in which there is an ostinato figure which is a 
soggetto derived from the title of the work. Johannes de 
Cleve (ca.1529-1582), a German tenor and composer, used this 
CEcinigue to cerive subjects for two motets: Carole Sceptri— 
jeviaperlieg! tipladse Cf Archduke Charles ang Yori rma 


celebres written to honour Emperor Ferdinand I. 
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CHAPTER elie 
CANTUS FIRMUS IN PALESTRINA'S MASSES 


Having established the criteria to be used in deter- 
mining which of Palestrina's masses are cantus firmus masses 
(Chapter II), it was necessary to examine all of the masses 
with special attention given to those which fall into three 
categories: (a) masses that have been named as tenor or C.F. 
masses, including different masses with the same names; (b) 
about eleven masses which, though not specifically identified 
as C.F. masses are contained in discussions relating to C.F. 
masses by various authors; and (c) masses that appear visual- 
Pye co, Neve wC i.e th Chem. 

Andrews states that Palestrina wrote seven C.F. 
masses, but he names only two: Ecce sacerdos magnus and 
Octavi toni (Festum nunc _celebre) .+ BESse tates tial, there 
are eight tenor or C.F. masses, namely: 


Ecce sacerdos magnus 
L'homme armé 


———  . 


ly. K. Andrews, The Technique of Palestrina (London: 
Noveliia and Cou 21956),4- p>. 200. 
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Ut re mi fa sol la 
Ave Maria 

OGtava ton. 

Tu es Petrus 

Veni Creator ee 
Panem nostrum. 


Henry Coates names four: 
De beata virgine 
Ecce sacerdos magnus 
L'homme armé 
Hexechiora «(do se ma fa sol la) .? 
Based upon the three categories stated, the following forty- 


one masses needed to be examined more closely. This alpha- 


‘betical list gives the volume and page number in the Rome 


edition. 
Eliminated 
No; “Or as: 
Mass Vouces | Volume: Page Cok. Mass 

Ad coenam Agni providi 5) 5 Loo * 

Ad fugam 4 4 Ife: oe 
Aeterna Christi’ munera 4 LS il: * 
Aspice Domine 5 4. 9 + 
Ave Maria 6 aN 142 

Ave Maria 4. es, A * 
Beatae Mariae virg(inis I) 5 18 83 * 

De beata virgine 4 4 ui * 

De beata virgine 6 6 ay Be * 

De feria 4. 6 84 * 
Ecce sacerdos magnus 4 1 1 
Hexachord 6 6 220 

Lilumina oculos meos 6 ca | sepa * 

In duplicibus (manoribus 1) 5 18 1 * 

in duplicibus (minoribus 11) 5 18 We) * 

In festis Apostolor(um ITI) 5 19 43 * 

In majoribus duplicibus 4 oa: 149 * 


2upalestrina," Grove's Dictionary, VI, 512. 
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In semidupl(icibus) 


maior(ibus I) 5 19 87 * 
Inviolata 4 4 26 * 
Jesu nostra redemptio a 10 38 * 
L'homme armé 5 6 118 
Lauda sion 4 10 ip * 
O admirabile commercium 5 24 52 * 
Octave tons. 6 28 114 
O sacrum convivium 5 24 227 * 
Panem nostrum 5 mer: 226 
Pro. .derunctis 5 i 164 * 
Quarta (L'homme armé) 4 10 60 * 
Repleatur os meum lauda 5) 6 3.6 = 
Salve regina 5 28 185 = 
Salvum me fac 5 4 126 * 
Sine nomine 6 tk 182 * 
Sine nomine 4 4 Sp * 
Sine nomine 4 19 168 * 
SLA ru LoS 6 28 222 * 
Spem in alium 4 6 alk cs 
Tu es Petrus 6 28 268 * 
Tu es Petrus 6 29 Ue) * 
Tu es Petrus 18 26 VM * 
VER PeCreatGis aso ules 6 ox 24.6 
Viri Galilaei 6 29 159 * 


Many of these forty-one masses can be removed from 
the list because they have no characteristic long-note C.F. 
in any of the movements, nor, on closer examination, do they 
mectewany. OF the Other Gib iP eritemids ~(ineserancetudersaive 
regina, Ad fugam and two of those entitled Tures Petrus. With 
reference to the article “Mass” in the Harvard Dictionary 
which names Missa Salve regina as an example of a C.F. mass, 
Prefessor Willi Apel. states that "“thiss Missa Salve regina 


is not a cantus-firmus Mass by any standards." 


a a 


1p personal letter from Professor Apel to the author 
dated December 5, 1969. 
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Ten other masses can be eliminated from the list be- 
cause the long notes are relatively few in number, some 
masses in only one or two movements such as Missa Aspice 
Domine, Missa Salvum me fac, Missa De profunctis and Missa 
De beata virgine a4, and some in all or almost all of the 
movements such as Missa O sacrum convivium and Missa Sine 
Eiculo., 

There are a few masses, such as Missa Inviolate, 
Missa Jesu nostra redemptio and Missa Sine nomine a4 (R.19 
p.168), that briefly use a C.F. in one or more sections, but 
the brevity and infrequency of its use, along with the em- 
phasis on other techniques, necessitates removing these masses 
trom, the Vist of C.F. masses. 

Six of the masses in the list are included in the 
ten Mantua masses that were discovered and edited by Knud 
Jeppeson in this century. They are published in Volumes 18 
and 19 of the Rome edition, and in the case of most of them 
the plainsong on which each movement or section is based is 
printed on the page making it easy and informative to compare 
Palestrina's ‘use of the theme to the original plainsong. 
Missa -in-duplicibus (minoxibus Tl) as ise good. example of 
one of these and it is also the one that contains the most 
C.F. elements. Some sections, such as Kyrie I, Christe and 


Ryoie IL, use the cirst six to eight notes of the plainsong 


= ww 


50 
as the subject in fairly long notes in one or more of the 
voices, after which they proceed freely. The first two pages 
Of the Gloria quote the plainsong as"Cer..aisually “inuthe 
patch of the plainsong, but in bare25 it is transposed a 
fifth higher. At et vitam venturi the plainsong 1s quoted 
through the whole section in tenor I in long notes as a typi- 
cal C.F. In the complete Sanctus the plainsong is used as 
C.F., sometimes in note values that approximate the values 
im enerother voices butvcalso, as in’ pleni sunt cosla in the 
cantus, in long notes. The Agnus Dei uses a shorter quota- 
Lion Of che plainsong for ats. Cor: 

This mass, along with others of the Mantua masses 
Witch Ube COChInIgue= tYpiCaU OF a COnLuby Or more ean ben. ls 
correctly tLermedsa “plainsong macs rather thaw C.F. mass 
because each movement or section uses a different plainsong 
EOD Its “subj eccs there is no unitying solr. from movement co 
movement, The mass Contains strict C.F. in about a dozen of 
its forty-one pages but in the remainder the plainsong is 
employed in a paraphrase rather than in a C.F. fashion. 

In the last eighteen bars of the Sanctus in Missa In 
majoribus duplicibus a4 one voice sings longer notes than 
the ocner voices. The entire Hosanna 16 a C.f. movement. 
Missa Ad coenam Agni providi a5 contains C.F. in the cantus 


throughout the Benedictus. There is a head motif in four of 
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the sections. For six or seven bars the motif is sung in 
long notes in canon between two voices, generally a cantus 
and an altus. Although each of these masses contains a com-— 
plete section in C.F. neither should be classitieds as) a 
C.F. mass because other techniques are used to a far greater 
extent. 

Missa Quarta (L'homme armé) a4 is a paraphrase mass 
tha. Uses, the Krenci. chanson as tisasubject throughout. in 
byrler li athe -alius.sings the-C.F san dong motes@uscing, penta 
A(2) and A(3) of the theme. (The components of the chanson 
Bre Gaver in exanple, 2-15. p.5 262) ).  hisesporeionm crptherCer: 
is a fifth higher than that used generally in the mass. In 
Kyrie 1. and Christe the C.F. is sung not inglong notes but 
Lic oMeticegraced witha tne soLner VoTces .) [herer tS eanrive— 
bar section of the Gloria (an incomplete quotation of A3) 
caliber aiet ceibiatepeahom ioyersp sgtoysicteneskoy guitar celine he mato Naa tae ene yelel= 
movement uses paraphrased fragments of the theme in all the 
volceS.s,, Sanctus in the £irst twenty bars Contains a migrant 
€C.b. which uses only fragments of the theme. The rest of 
the movement is sung in either free polyphony or paraphrase. 
The Benedictus has a C.F. in the altus for the first twelve 
bare tcing all of pact B of the theme isung, through once. The 
last movement of the work contains C.F. combined with para- 


phrase treatment. In Agnus Dei I all of part A is sung as a 
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migrant C.F. in the cantus and bassus. The rest of the sec- 
tion uses either free polyphony or paraphrase. In Agnus Dei 
ii the tenor sings a C.F. throughout using long notes. 

The equivalent of almost six pages of the total of 
eighteen in the mass contain C.F., and two complete movements 
(Kyrie, Agnus Dei) may be classified as cantus firmus move- 
ments. The principle compositional technique, however, 
throughout most of the mass is paraphrase. Missa Quarta 
therefore is a paraphrase mass containing C.F. elements. 

Missa De beata virgine a6 (referred to in Grove's as 
a C.F. mass) has the following C.F. features. There is a be- 
ginning statement an long notes 1n both the Bbanctuse and 
Agnus Dei IT. As well there are C.F. portions in Sanctus, 
Hosanna, Benedictus and Agnus Dei I and II. In each case 
the C.F. is found in tenor IL except in the Benedictus where 
the altus sings the C.F. Of the forty pages of the work, 
thirteen (or slightly less than a third) contain C.F., there- 
fore this mass also should not be classified as a C.F. mass, 
but as one using C.F. elements. 

Missa Tues Petrus a6 (R.29 p. 123) is the mass num- 
bered 77 in the list by Reese, and noted there as a tenor or 
C.F. mass. Cantus firmus is used in two places. The last 
fifteen bars of the Kyrie contain a C.F. in tenor II which 


corresponds with the last twelve notes of the antiphon, Tu _ es 
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Petrus.2 iInsAgnus Dei Ii the antiphon appears as a C.F. 
throughout the movement. At the beginning of other movements 
there are a few notes, sometimes longer than the surrounding 
notes,that quote the start of the antiphon, specifically in 
meneCLuS and Benedictius. § dm Agnus Dei el and 1. there as a4 
Motipsac the beginning consisting Of. the first notes OF the 
antiphon sung in long notes. On the basis that only five 
pages out of thirty-five contain C.F.--only one complete 
section and part of another--(about fourteen per cent), this 
Masse should not be classified as C.F. =This, conclusion is 
Conetrmed. by Proresson Reese who States, that this mass) (Tu 
es Petrus)" . . . is primarily a paraphrase rather than a 
cantus-firmus mass." 
Of the-“i03 masses in the Rome edition of Palestrina”™s 
complete works, forty-one listed above required close examina- 


ition. OUSst over twenty contain any elements Gf Col. and only 


seven of these should be classified as cantus firmus masses. 


lsee Chapter IV, page 56, Example 4-3. 


27 personal letter from Gustave Reese to the author 
detec 13 April, 2970, In this letter Professor Reese, further 
Stated that Missa Christus resurgens (mo. 105 in his List of 
Masses) was not written by Palestrina. Robert Stevenson who 
originally discovered the mass, later determined that it was 
actually written by Pierre Colin (a sixteenth~-century French 
composer). 
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The seven Palestrina cantus firmus masses are: 


Year 
Published 


1554 


Lag 0 


Loy 0 


10 


1600 


1888 


1887 


Mass 
Ecce sacerdos magnus 
é 
L'homme arme 


WB hese eh shat ey Bove s emer V el 


la (Hexachord) 

Ave Maria 

Octava Lom 

Veni eCreerom Spiritus 


Panem nostrum 


Number 
of 
voices 


“1 


5 


Source 
antiphon 


popular song 


arbitrary 
unidentified 
hymn 

hymn 


prayer 


Location 
in 
Rome 
‘i shigms ta hal 
poe Be ein § 


R.6 p.118 


Reo WeesU 

heat Le plo e 
R.28 p.114 
Reed) p.2eG 
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CHAPTER IV 
THE CANTUS FIRMUS MASSES 


MISSA ECCE SACERDOS MAGNUS 

Missa Ecce sacerdos magnus is the first mass in the 
Missarum Liber Primus of Palestrina published in 1554 by 
Valerio and Aloysio Dorico. These two brothers worked in 
Rome little more than half a century after Petrucci publish- 
ed his Harmonice Musices Odhecaton A, which was the first 
pranted collection of part: music. Palestrina’ s first Pook 
of masses was dedicated to the reigning Pope, Julius III, 
and was the first book of masses so dedicated by an Italian 
composer. To honour Julius the insignia of the Pope was im- 
printed in the Ecce sacerdos magnus mass at the beginning of 


each statement of the C.F. (Example 4-1). 


PAM PLE 42) the Papal insignia at the C.k. entries 
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The frontispiece of Palestrina's first volume was, as well, 
a homage to the pope, picturing the composer kneeling before 
the papal throne presenting a qiftt of music £5 Pope wulizus. 
Ine source of the C.F. for this mass is the antiphon 
in honour of the confessor-pontif. A comparison of the 
theme as useceby Palestrina to The “amcipnom transcrived Ato 


modern notation is shown in example 4-2. 


EXAMPLE 4-2 The C.F. theme compared with the antiphon 
Ecce sacerdos magnus 


Antiphon \! (Liber p.176) mts ie a at 
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EXAMPLE 4-3 The antiphons Tu_es Petrus and Ecce sacerdos 
magnus 
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There is a marked similarity between this antiphon 
and the antiphon Tu_es Petrus which is the source for 
Palestrina's paraphrase mass by that name (Example 4-3). 

Many plainsongs are used in the works of more than 
one composer. Nicholas Gombert (ca.1500-ca.1560) used Ecce 
sacerdos magnus in the Agnus Dei of his Missa Quam pulchra. 
Thomas Luis de Victoria (1548-1611) and Constanzo Porta 
(ca.1530-1601) also made use of Ecce sacerdos as a source 
for his motets. 

Pelecstiina Wwsed The ssub7eecu Cr eiCcCensoeceLoOs mlagmus 
ih three partsoas indicated in.exaemples4—25 (1, Gi, Lil) with 
fie baird) part on occasion subdivided (a, banter. Deo.” 


The differences between the two versions are indicated. 


Kyou 


One GCleLhe Characteristics of the ola style) oiyGcn. 
usage was the inclusien of extraneous words; an Slisea Hece 
sacerdos) the Clk. Voice sings the words «of (the venti ohnom, ~fin 


Ene taree sections of the Kyrae long motes of equal value 


(one to a bar) are used, the whole theme being sung through 
once in each séction.? The three "parts, of the theme are se— 
parated by short rests only (whole rests, except once by a 


heaie rest).; the rhythmac flow of the antaphon is maintained 


lsee Appendix, Examples 3 and 4, pp.125 and 127, for 
C.F. Using whole notes, one to a Dax. 
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in the C.F. and the subject matter of the other three voices 
is generally independent of the C.F. The effect is of imi- 
tative polyphony surrounding the chanting of the theme. The 
C.H. jin each case starts at the beginning of the section, 
Sometimes alone. Within the movement the C.F. is migratory-- 
it te sung «in Kyrie.t by the supérius, in Christe by the al— 
tus and in Kyrie II by the tenor--however, each section uses 
the C.F. in only one, voice, not in a migratory fashion. The 
end of the C.F. coincides with the end of each of the three 
Sections. san Gachshyrice the pitch of the Css as as that 
shown in example 4-2, but in the Christe the C.F. is trans- 
posed down a fifth with the exception of the finalis which 


iS raised one tone. 


Gloria 

ThevG. EB. aS sung three times in the, Gloria, twice an 
the first section before Qui tollis, separated by one bar 
rest. hong notes of the same values retain the antiphon's 
eyliabic rhythm, end the theme ends simaltancousty wich the 
engsotethe sectaon., The pitch as as thet indicated ian ex— 
anpie A—-2. From Oua tollis (bar 73). to, the end, the theme, 1s 
intoned. once only but) this time an long motes of i1¢regular 
velies. Parts I and Ll are separated: by four bars yest and 
Parts [i and Lil are also. separated by, four bars rest. There 


is a four-bar rest at the end of the theme after which IIIb 
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is repeated with the last note of the C.F. elongated to the 
end of the movement. The C.F. sung in the tenor voice com- 
metices in the Titth bar in the first part of the: Gloria, 

and at the beginning in the Qui tollis. In the Kyrie and 

the first part of the Gloria, even though the C.F. is sung 

in long notes, the theme is clearly present. In the Qui 
tollicvas welll-as an’ parts of the Credo this, 1s not the: case. 
The altered rhythm and the extended length of the notes of 
the Cll. Makes “aural ~“ecogni tion of the antipnen theme ditti— 


cult or even impossible. 


Credo 

in the Credo the C.F. is again .in the tenor with, the 
theme starting well after the other three voices have made 
their entries (bar 11). The first presentation is charact- 
erised by extended long notes of irregular length and by 
pemiocs of Lect, | light bars rest Separate: Alia rom lt lo; 
The second Statement of the C.F. is siumiler to that ian the 
Kyrie.) CLuUcLiixus 1s -sumg by three volcer with no Ci.) Wie 
first four notes (bar 102) of the amitative voices may per 
aps be a paraphrase Ot the Lirst part.ot the antiphen.. At 
aiterum venturus (bar 160) the theme is again sung twice as 
a C.F. in the tenor, modified by regular rhythm at the be- 
ginnings of the phrases and elongated rhythm at the ends. 


There are rests between phrases, and again part III is separ- 
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ated into two. Six bars after the first statement the theme 
eSeeepeated with few irreguiarities. “Part Tith is. then re- 
stated after a four-bar rest with the C.F. and the other 


voices ending together. 


Sanctus 

The Sanctus contains an alteration in the C.F. not 
heard in earlier sections. In previous movements the entire 
antiphon was used in the C.F., but in two of the five sec- 
tions of the Sanctus only part £ of the antiphon is used: 
in the other three sections there as no Clyho “The singing of 
tne C.E. am both Sanctus and Hosanna £-1s similar in that 
part I is repeated three times separated by @ few bars rest. 
The repetition in each section is identical within the sec— 
tion but the jtheme is varied slightly from Sanctus to HoSanna. 
Mreeene oenClusc. ticre ae GlONGaliom or NOES 1,64 ,n ol Ceri 7 
Of the sup ,ect, “In the Hosanna the £1 cst four ance taersizch 
notes are properly placed, rhythmically, but motes 4, 5S and 


7 are elongated. 


EXAMPLE 4—4 Note values in C.F. of Sanctus and Hosanna I 


Sanctus re, 


L 
Hosanna: J 


The C.F. of the Sanctus is sung in the altus transposed down 
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a Titth and the C.F. of Hosanna v.jis iin the tenor at the 
original pitch. 

Both Pleni sunt coeli and Benedictus, each Section 
in three voices, have an imitative portion of the antiphon 
In paraphrase; Hosanna Il is a4 with no C.F. but its theme 
LS Comprised of the first six notes of the antiphon rvhythmi— 


cally modified and sung by all voices imitatively. 


Agnus Dei 


Agnus Del US Unigue an “this mass div that at Consiasts 
of three sections. All other masses by Palestrina, with the 
Cxeepri6n Of thie ~equiem mass Pro cCetunctigual, Contain. 
fewer than three sections within this movement. 

in Agnus Dex 1 the sSuperius again sings the Clune, 
Stabcing Leche C1tLh bane Le VS sung Once™Lnroudhn im long 
notes with irregular rhythm, some notes elongated and some 
not. There are rests separating the parts of the theme, in- 
Claiciic wt tlo @iomrid Poss | Park Eiisie tie most arrears in 
rhythm and the C.F. ends, with an elongated note. 

Agnus .Dei_il contains, only part 2-of the autaphon 


sung six times in the altus, separated by rests, as follows; 


1. whole notes starting in the fifth bar transposed down 


oe a ek Oren hp 


2 whole notes (bar 12) either one octave lower than 
those sung by the superius, or a fourth lower ethan 
that described in | 
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J. Same as 1, starting in bar 21 

4. same pitch as 2, but mainly in half notes (bar 31) 

oe Sane pitch tas 1, but an hele notes (Char 37) 

6. same pitch as 2, and again in half notes (bar 44) 
A final incomplete statement of the C.F. commences (bar 51) 
on the Same pitch as 2, with the last two notes elongated. 
nange Ver ti contains no C.F., but. the superius: and. baccus 
Sindua palapirase of ‘the first part ot ihe antachonm. 

»ections Of the mass that do not use ClF.s are 

Cruciriimus, Pleni sunt coeli, Benedictus, Hosanna If and 
ACs ,UGL) Liles PLOCre. AS Minimal ami tationecs (ne edit aonon 


in the polyphonic voices. 


MISSA L'HOMME ARME 
L'homme armé is the thematic source: for two ot 

Palestrina’s masses. The first is contained in the Third 
Book of Masses published in 15:70 and “che second, entitled 
Missa Quarta, waS published in 1582 in the Fourth Book of 
Masses. Reference to the theme is also made in Missa Papae 
Marcelli (Example 4-5) where several passages resemble frag- 
ments of the armed man theme, particularly in the opening 
and final sections. 


The transcription of early music into modern notation 


Rassbeen complicated by the need to anterpret the early use 
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of relative note values or "proportions." 


EXAMPLE 4-5 Resemblance of Part Al of L'homme armeé in 
Missa Papae Marcelli 


Kyrie 
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The speed at which a composition or passage was to be per- 
formed was generally indicated by a tame Signature, not by 
verbal indications (allegro, andante etc.). If the speed of 
a passage was to be changed this could be done by changing 
the time signature, which would result in an arithmetically 
exact diminution or augmentation. The alteration of the time 
Signature would give a proportionally different pulse to the 
notes thus either slowing them down or speeding them up. 
Proportional complexities occur where different time signa 


tures are used in a composition, especzaailly where two or more 
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signatures are used simultaneously in different voices. 
Many examples may be found in Renaissance music, however by 
Palestrina s tame this practise, though istill used, was de— 
clining. 

Missa L'homme armé is the work of Palestrina which 
probably contains the most extensive and important use of 
the proportional procedures of the past.+ The CE. has! ver— 
ious time signatures differing from those of the other voices 
to allow the fewer number of notes in the C.F. to be sung in 
the same period of time. The Benedictus, for instance, has 


a6m 


the time signatures -€@- for the superius while the other 


—— 
ry 


voices have the time signature Shee o The three time signa- 
tures; preduce ~aidiminution of nete values, an’ the CC... for 


each succeeding presentation (Example 4-6). 


EXAMPLE 4-6 ‘The CIF. ain Benedictus 


In Kyrie I the themesis in three-fold augmentation, -2)— against 


-— in the other voices. In Kyrie Ii the C.F. is. assigned 


landrews, Technique, p- 170. 
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the time signature “jy in contrast to the other voices with 


2 
the signature -6-—, this being referred:to as "proportio 


i Ex- 


sesquialtera in combination with diminutio simplex." 
ample: st—-7 shows the Ch. from a Eragment of Kyrie 11 as rea— 
lized in both the Rome and the Haber1? editions. 


EXAMPLE 4-7 Fragment of Kyrie II from Rome and Haberl 
editions 


Royn e editio fa 
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oe 
ba 


This mass with its many proportional differences has created 


DLOULeMs an tretioeription and, lias Deen TeLrerred) to co 


Palestrina's "locus classicus of proportional Segeike 200° 


L' homme armé, divided into the components as Palestrina 
Veecd tL An Lots viass, cs Given in example 4-2) The thence sis 
HWaentical to that illustrated in example 2-1 (p. 28) as vised 


by Busnois except that the part labelled “bridge” is absent. 


landrews, Pechnaugue , Pa. oo. 


picrluigi da Palestrina's Werke, ed. by Franz Xaver 
Haber! (Farnborough, Hants, England: Gregg International Pub— 
lishers Ltd., 1968, republished from Breitkopf and Hartel, 
Leingig, 1880.) 33 Vols. 


3andrews, Technique, (wee 


EXAMPLE 4-8 Palestrina's L'homme arme C.F. 


Palestrina Used the theme in the mixolydian mode in contrast 
to the dorian mode used in his Missa Querta (see p. 51) and 
Lie out sour L'homme armé masses mentioned earlier in this 
study. ThevC.F. is sung generally by either tenor I or tenor 
ti excep: in the Benedictus where at as sung by the ‘cantus. 
thie Cruces hicweseus the oniy Section without 2 Cl. “Unvivca— 
tion Vs; achieved not only through cantus firmus but by para— 


phrase procedures in other voices throughout the mass. 


Kyrie 

The C.F. theme is used as the subject for the imita- 
tive polyphony in each section of this movement and the poly- 
phonic. thematic material for each section starts with the 
poOnETON or. the chanson that is used ae the Clr. an that sec= 
Piciw, tne CoP inekvyrie 1 Starts typically as the sest voice 
foseenter (tenor 2, bar 10) but, because ofthe amiatative en 
tries of the other voices, the theme is heard four times be- 


fore tenor IL enters. The notes of the C.F. are long but the 
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relative rhythm of the chanson is maintained. Part Al of 
the theme is used as the C.F. in Kyrie I, A2 and A3 in the 
Chiziste, and all of part B in Kyrie TT: In’ the first two 
sections’ or the movement the portion of the theme used as 
Tie CE. 1S sung through once in long notes, but in Kyrie If 
Bie C.F. 1s sung three times in notes of short value. The 
first time 1t 1s at the patch established at the beginning, 
Hue the next two entries (starting bar 69) are transposed 


Gown a iLL Lcn. 


Gloria 

Following twelve bars rest, tenor I, the last voice 
to enter, sings the C.F. in unusually elongated notes, how- 
ever the rhythm is still based upon the chanson rhythm.? 
Three bars in the C.F. represent one beat of the chanson for 
Hartel with one’ and ai half bars for each beat or Al and 23. 
Part A is sung completely through once with each part of the 
theme separated by many bars rest. In Qui _tollis, part B is 
sung completely, again in long notes but with a more clear 
resemblance to the chanson rhythm, at least for Bl and B2. 
One whole note of the C.F. is equivalent to one beat of the 


Chanson, lhe entry of BS 1s delayed trom bar = 1OG to bar Ticb 


and appears in elongated and equal note values. B3 is repeat- 


lsee Appendix, Example 5, p. 130. 
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ed with a change in time signature, reducing the note values 
by one half. In both uses of the chanson theme (pp. 28 and 
66) the third note of part B is a tone lower. This interval 
is the one used by most composers in L'homme arme masses, 
however there are a few examples, although very few, where 
this interval is a semitone instead of a tone. In Qui tollis 


Palestrina used the smaller interval in bars 85 and 97. 


Credo 

inechesCreder the. C.F. stares s(aseitedid, im Kyrie.) 
ieodre LOPancde.s sthevwlast, voLCe COPencers, orl se suligieLn 
tenor I in elongated notes, resembling the chanson rhythm. 
A C.F. is often sung once only in a long movement with few 
rests separating the parts and notes elongated as necessary. 
The Credo is an example of this. Of the ninety-—three bars 
of music from the start of the C.F. to the end of the move- 
ment che C.F. sings in eighty—three of them, yeu the theme 
Po sculc torougheonce only. hesrelavive: specdeor tae Cllr, 
allows about four bars of long motes for each bar of the 
theme. 

Thescrucs fixus contains nos Cam, DAES NT ine Spoil 
(Gariv65)- ther Ci Fen resumes: again in. enor Wn) triple, meter 
with one beat of the chanson tune occupying one bar in the 
C.F., and rhythmically imitating the chanson. Parts A and 


Bitare, used. At Et exspecto Abary213)) the meter returns, to 
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duple and the C.F. continues with parts B2 and B3. Despite 
the change of meter from triple to duple, the rhythm of the 


Cet evoLeesrenains in triple metersfor a stew bars. 


EXAMPLE 4-9 Duple and triple rhythms at Et exspecto 


After completion.of part B, B3 is immediately repeated a 
Pitth. Lowers in "piteh using only whole notes, »~in bars. 212 and 
213, which correspond to the ends of parts Bl and B2 respec— 
tively, an extra beat is inserted by the repetition of the 


last note. 


Sanctus 

In ‘Sanctus the C.F. ts -againe the last voice to enter, 
Sbateing in war fg ametenor 1... lt is sung in long notes in 
irregular rhythm and, following the complete presentation of 
part A, A3 is repeated. It has been mentioned that paraphrase 


treatment of the C.F. occurs in all four polyphonic voices. 
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This treatment includes contrapuntal entries in most in- 
stances before the singing of the theme by the C.F. voice. 
injethe Sanctus the cantus sings part. Al prior to the entry 
of the C.F. but here it has the appearance of a C.F. with 
long notes in contrast to the faster moving free counter- 
point which it later sings when the C.F. voice enters. 

In Pleni sunt coeli tenor I sings part B and a repe- 
Eye LoOn TOMBS. Therrhythm of the C.Fe in both sections is 
somewhat irregular but in a general way follows that of the 
chanson. 

The rhythm and note values are incorporated with the 
other vyorces 1nto the general texture an Hosannaso that the 
Vi cwleweapopecarance  ecnOb EhateoL Cantus firmus, “LC as a ean 
tus firmus however, as the tenor sings only the chanson tune 
without embellishments or paraphrase, except that B3 is re- 
peated twice following the initial presentation of 8; first 
at the same pitch and then a fifth lower. In some masses, 
Palestrina employed canon between a C.F. and another voice, 
most frequently in a movement such as Agnus Dei II where 
there is often an extra voice added. This Hosanna, not hav- 
ing an extra voice, is an exception. The bassus sings in 
Sanom Lollowing tenor [Ll through the complete section oft the 
movement. The interval of the canon is altered from a fourth 


lower in bars 79-81, to a fifth lower for most of the section, 
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and again to an octave lower in the final statements of B3. 
The time interval at which the bassus follows also varies 
according to the length of the fragment involved. The bassus 
always starts in either the final or the penultimate bar of 
each phrase sung by tenor I. The last statement in tenor I 
Oiabo 1S not enowerea by the bassus, bub ats ebsence 16 b41= 
anced by the first entry of the bassus at the beginning of 
ge eCu10OM Where 2t sings, Al prior to “he entry Of tne: Cel 
at the Same pitch as that used by the tenor, All the other 
polyphonic voices utilize fragments of the theme in para- 
phrased counterpoint. 

Die te bo seheO Lets ales Sng, Ti wie tan Oi oy. mbt 
Pivsusection Jong mctes are used starting, in war 10 arter all 
the other voices have entered. The rhythm is altered, but it 
is not entirely removed from the chanson rhythm. As illust- 
rated in example 4-6, p. 64, only Al is used in this section 
and it, as repeated three times, each time similar to the 
first except there is a continuous diminution produced by 
halving the length of the notes progressively in each repe- 


ter onw bars. 26,125) = 


Agnus Dei 


In Agnus Dei the C.F returns tostenocr LL. Parts 
Al and A2, using the chanson rhythm in whole and half notes, 


Commence in bar 7. In bar 20, part A2 is repeated and A3 is 
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sung in a distorted rhythn, mostly in short notes (Example 
4-10). In view of the stateliness with which the C.F. is 
usually sung this passage is remarkable in its rhythmic ir- 


regularity. 


EXAMPLE 4=10° Irregular rhythm in the C.F. 


Lipbate26 the C. 8. sings Bi and B3 “in the Chanson criyeam with 
Vesus separacing Gach section. | Part B2 1S 7om2 teed. in bar 
28, acter Bl has been "sung in the C.F., the bassus sings a 
reperwcionsot Bliwhich overlaps. Bs) in the C.m. i(bar 30). 

This may be regarded as a migrant C.F. with the bassus sing- 
Ing S2WExample 4-11). It as the only place in the mass that 
has even a hint of migrant ClF., an-fact Palestrina seldom 
used this procedure. Five bars after the completion of part 
B, B3 is repeated not only thematically but also rhythmical- 
iVeeethas Cepecilione.s transposed Gown a fourth in pilceh” and 
is followed by a further repetition of B3 transposed down an 
additional tone. When» tenor 1 has finished singing B83; at 
bar 33, BS is repeated with the bassus and tenor “£1 sSamnging 
fiethitde, in Agnus Deir Of the O.Pl 1s*again sung by tenor v1 


starting at the beginning of the section. Part A only is 
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sung once in elongated notes having little rhythmical simi- 


larity to the chanson. 


EXAMPLE 4-11 Brief migration of C.F. 


Map Leia bibs. ie, Ola.) LN 


The Hexachord mass for six voices was originally 
published in 1570 in the Third Book of Masses. Mowever it 
head been copied into the choir books of the Sistine chapel 
about 1563 while Palestrina was director at Santa Maria 


Maggiore. Even though Palestrina had been relieved of his 


duties at the Vatican by this time, they apparently were pre- 
PeLrsivto use has music there, 

This is one of the few masses in which C.F. is used 
in every section of each movement of the mass. ~ Leis Tound 
Im the same voice (cantus If) in all sections except one, 
the Benedictus, which is a four—voice section, and which has 
tne C.F, an the ‘cantus, The C.Fs ased is the hard hexachord 
starting on g and ascending and descending at the same pitch 
throughout the work. Imitation of the C.r. theme in the 
other voices occurs in a number of places, using both the 
hard and natural hexachords. The soft hexachord is not used 


if sChnus “work. 


Kyrie 

Tne °C. Bo Stants typically aivler, most of ne orher 
voices have entered (bar 9). The other voices anticipate 
the subject in first the natural, then the hard hexachord 
(Example 4-12). Cantus II sings the hexachord in whole notes 
ascending, then, after four bars rest, descending in whole 
notes to the end of the Kynie. In the Christe the note values 


toutes CFS are doubled, and again the: Cl. ascendssand 


lGenerally, in every mass of the period from Dufay in 
the early fifteenth century to Carissimi in the eariy seven- 
teenth century the C.F. is omitted from one or more sections 
or movements—--usually either the Crucifixus or Et incarnatus 
which are the sections traditionally sung by fewer voices. 
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EXAMPLE 4-12 Opening of the Hexachord mass 


CANTUS LE i 


CANTUS ea 
. 


ALTUS I. Fie} ee 


ALTUS Il. 4° SSN fea 


Keys seri ese lCk- ear con aes (Ay tie Be let 


SSS 
[Ky - ri-ee-léi 


descends once. “In Byriewil the Clr. is sung three times up 
and down, first in whole notes, then in half notes, then in 
Quarter notes. Throughout the mass rests are used in the C.F. 
ToOrIce, out they are nop Long mor are they-irequent., The -C. kr. 


vVoLce is seldom i20le. 
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Gloria and Credo 

In both the Gloria and the Credo the C.F. is rhyth- 
mically integrated into the texture of the other parts, some- 
times in homophonic style, sometimes polyphonic (Example 
4-13). The C.F. is not immediately apparent, visually. 


EXAMPLE 4-13 Rhythmical integration of C.F. in the 
Glotua 


BASSUS 1 & 


Gloria. Fi 
Seas: SS Sage pe Be ea er eee ee EERE 
CANTUS 1. be (ys tS eS eee ae e =i | tte 4 ==-fe- Fete aoe 
oC E < ie Ta = to mi-ni -/bus bo - nw |vo-lun-ta - 
= epee) | ah ee fe a ee eg | ee eee = 
[easiten: 6 Ge}! 9 She ar a ee er oe ee ee eee 
aaah eases ones : ae ees fete 
b= ye - fa pax ho-mi-ni -|bus bo - ne | vo-lun-td 
Se ee eae ED OSTSEEES (eS Se (ea een 
ALTUS I. 4Oe ¢ 2 = aa 9 —e—« | m See = gad a 
ho-mi - ni cs bo - na | vo -lun-ta 
Aurus 1. 1) fr SS eS 
ps 10 fer = ——-t St 
led e = e oe Ss ffi id y S 
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Sh eae ies z ms == Sah Se ee ees Pe ee 
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lsee Appendix, Example 6, p.134. 
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Cantus II constantly sings the tune up and down numerous 
Litlesqanseach of the sections of both Gloria and Credo. | In 
only two sections does the C.F. commence with other than the 
ascending pattern. In Et in Spiritum (bar 136) in the Credo 
the subject starts at the top but after its many repetitions 
up and down it ends at the bottom. Two bars before the end 
of Qui _tollis (bar 92) the ascending theme stops short at 
the third note from the top of the hexachord (Example 4-14). 
Wien thie voice Steres again in gloria Del wpaetias (ban 95) 
the C.F. continues upward beginning on the second last note 


of the hexachord, then descends to the bottom. After almost 


five bars rest the incomplete ascent followed by the descend- 


ing hexachord is repeated. 


EXAMPLE 4-14 Interruption of hexachord at section end 
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In the Crucifixus the C.F. voice descends to g# instead of 
g (bar 95) and resolves to a (Example 4-15). Two bars later 


the original hexachord is restored. 


EXAMPLE 4-15 Irregular descent of hexachord 


Et re-sur -| ré-xit ter- ie i : 2 - |cundum Scri 
SS es ee eee 
5 =: = - E _— = ya 4 + a 4 +t e- 
gee eg oe 
se-cun-dum Seri - 


This is the only occasion when there is an accidental in the 


Clr. and one of the few times when the hexachord is altered. 


Sanctus and Agnus Dei 


Die Sanctus and Agnus Der i have une (C.F in wnoLice— 
ably long notes against which the polyphony of the other 
voices is woven. The hexachord both ascends and descends 
Many times with few rests. 

In Agnus Dei ii the @.b. appears am two voices.” “The 
aitus Lit sangs anvcanom starting a £itth below and one bar 
later than cantus II. The two-voice canon in whole notes, 


WiLke ascending (bare 5 to. 9), produces. a series of parallel 


sixths (Example 4-16A). Descending in a similar manner would 


have produced a series of parallel fourths (Example 4-16B), 
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which Palestrina avoided by changing the time values of the 
descending hexachord (bars 13 to 17) producing a variety of 
intervals, some suspended (Example 4-16C). In the repetition 
(bars 30 to 33) the rhythm is varied producing a different 


set of intervals (Example 4~l16D). 


EXAMPLE 4-16 Control of a series of parallel intervals 


After altus III finishes the canon the third time it sustains 
the last note for five bars while cantus II repeats the de- 


scending hexachord one final time. 


MISSA AVE MARIA 


The first three C.F. masses were published by 
Palestrina at least twenty-four years before his death. The 
next four were published posthumously, two by his son Igino 


in 1596 and 1600 respectively, and two some three centuries 


later. The C.F. mass Ave Maria a6é was the one published in 
1596 (in the second edition of Sixth Book of Masses) by 
Igino two years after his father's death. 

This is the only mass of the seven for which the 
source of the C.F. theme has not been identified. It is one 
of two masses, the other being Ecce sacerdos magnus, that 
has extraneous words sung by the C.F. voice. The Ecce sacer-— 
dos magnus mass contains the words of the antiphon in the 
C.F. voice and the Ave Maria contains the words Ave Maria 
gratia plena. In the case of the Ave Maria the words are al- 


ways sung to the same notes. 


EXAMPLE 4-17 C.F. melody and text for Missa Ave Maria 


A rom 
Mat Fri als WRG mek at 


The words themselves seem to act as a C.F. because each syll- 
able is wsed on the Same note or combination of notes every 
time scnerC fs presented: 

the dates of Composition of many Of Palestratia s 
works are difficult to establish. Missa Ave Maria may be an 
early work despite its late publication, first because of a 
similarity to the first mass in treatment of C.F., secondly 


because of the use of extraneous words, which was in conflict 
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with the directives,emanating from the Council of Trent, and 
thirdly because of some of the dissimilarities in the treat-— 
ment of the C.F. compared to the other posthumous masses. 
The theme is a ten-note phrase (Example 4-18). In 
Pasestiana’s use the form becomes A A' A, with the middie 


part, A, a restatement of A transposed up a £ifth. 


EXAMPLE 4-18 C.F. of Missa Ave Maria 


In this mass more than in any other of the C.F. masses, 
Palestrina used a consistent patterm in the C.F. voace. The 


pattern is as follows: 


extended 
last note 


rests 
Los bars 


jeyeh awe aN 
Ose bare 


jorebees Wate 
10% bars 


bests 
105 bars 


rests 
10% bars 


part A 
102) bars 


The last note is always extended in varying length from sec-— 


“ion to section. 


Kyrie 


The C.F. in. Kyrie I consists Gof part A\ which enters 
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atiler all ether voices have entered (bar 11).  The-last note 
is extended for five and one half bars to the end of the move- 


ment. Part A‘ is used in the Christe and part A in Kyrie If 


with the same note values and the same number of bars rest 


Pilg oy ole seit yao «cis. Clr, 


Gloria 

theve>F< an Gloria’ is sung exactly according. toc ihe 
above pattern with the last note extended for two bars until 
thenbeqinning.of Oui tollis. Only parts A! and A are used 
in the Oui tollis and these are used in accordance with the 


Detcern. 


Credo 

The rests and note values in the first part of the 
Credo are doubled in the C.F. using parts A and Mage The 
Crucit as eecontainsino C.F .9 ALehtoiInes plas ihe poe Cerin 


continues with regular rest and note values and with parts A 


BnGsAl comp uieing Che Co). 


SiS aveneiuys 


Parts 2 end A), tollowing the pactern, sare uscdsin 


lime Rome edition has the syllable "Ma" of Maria 
sounding in bar 27 of the Credo. It should sound in bar 28 
according to the doubling formula. 
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both Sanctus and Pleni sunt coeli.t Hosanna is changed from 
duple to triple time and the C.F. starts after twenty-one 
bars rest with only part A sung. In Benedictus however, the 


C.F. is used in the pattern with both parts A and A' sung. 


Agnus Dei 
The C.F. in Agnus Dei I a7 also follows the pattern 
using both parts A and A'. Agnus Dei II contains the aug- 
mented Version of the CJP. as sung ihn the: Credo with only 
part A used and with the last note extended for seven bars. 
There is some imitation of the C.F. in this mass, as 
there is in all Palestrina's C.F. masses, notably at the be- 


Graning Of the Kyriesend an the Sanctus. 


MISSA OCTAVI_ TONI 

Missa Octavi toni was published in 1600, six years 
after Palestrina's death, as part of the Eleventh Book of 
Basses. oll is hwritten £oL Six voices and) 1s one of Che ires 
Palestrina masses in which the C.F. is sung an only one voice, 
The source of the melody is the hymn Festivis resonent. The 
differences between the plainsong as found in modern editions 
and that used by Palestrina are shown in example 4-19. The 
theme for this mass, containing sixty-seven notes in seven 


distinct parts, is the longest used by Palestrina in any of 


lsee Appendix, Example 7, p. 141. 


The C.F. masses. 


EXAMPLE 4-19 The C.F. theme and Festivis resonent 


Palestrina’s theme 


The mass is named after the eighth mode (hypomixolydian) 
which is the mode of the hymn Festivis resonent. 

imitation of the Cb. an other voices: 18.f0umd) in 
this work, and the beginning of the Kyrie is notable--part 1 
of the melody is sung by paired voices with tenor and quintus 
at the unison, and bassus and altus at the octave, each pair 
Withea GdLtrerent rhytomic Structure, and each pair Sntering 
Canonicalbly with the melodic. fragment. The cantus imitates 
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EXAMPLE 4-20 Rhythmic entries of Octavi toni 


CANTUS I {pe 


SEXTA PARKS —— gi, 
nyt 


(Cantus Il) = 


ALTUS 


: So igen (recess 
TENOR I bet a pO 


: aij lh 
QUINTUS ers 
(Tenor Il) Ie | 


BASSUS 


The, Es 


Sung. In cantus 12 


all the other voices have entered. 
whole notes, one note to a bar, 


of the theme. 


in Christe, the C.r, 


(sexta pars) starts after 


in Myre: Iw as Sune: a 


and comprises parts 1 and 2 


consists of parts 3 and 
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4 sung in half notes. Parts 5, 6 and 7 are used as the C.F. 


in Kyrie II, again sung in half notes. 


Gloria 


in the Gloria the theme is sung as a C.F. but is rhy- 
thmically integrated with the rest of the voices, much of it 


in homophonic style. 


EXAMPLE 4-21) Integration of C.F. voice in Gloria 
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Generally, one note of the theme is sung to one bar, but the 


note values in the bar are varied to integrate with the 
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other voices. The theme is sung through once with rests se- 
parating the parts of the theme. The Chl Varlationeco this 
pattern is from bar 94 to the end where cantus II repeats 
(Ne first four notes of part 7, then repeats the whole of 


part 7 ending with an extended note. 


Credo 
in the Credo the whole theme is sung in the C.F. 
vorcesbefore the start of Crucitixus. The C.F. is) rhythm 


cally integrated with the texture of the other five voices 


SO Eat visually it as not readily apparent. “The Crucafixsus 


a4 has no C.F. From Et in Spiritum the entire theme is in- 
GOmporaced into the xchythmic=structure with the exception 
thatepart. 7-1s sung in sivghtly longer notes from Et vitam 
(bar 195) to the end. An unusual example of modification to 
the C.F. occurs in bar 185 where the leading note is delayed 


by suspension and ornamentally resolved. 


AMPLE 4-22 Ornamental resolution ian Cl, 
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Generally, therrhythmic interest 2s insthe other woices; mot 
Imvthe :C.&. voice, but in this: bar the only movement isi an 
the CF voice.) In bars, 62, 67, and) 76 of thas*movement the 
Same procedure is found, these four being the only cases of 
added notes found in the C.F. of any of Palestrina's C.F. 
masses. In bars 62 and 76 movement occurs simultaneously 


with activity 12n other voices, not by itself. 


EXAMPLE 4-23 Further ornamental resolutions in C.F. 
voice 


Sanctus 


In the Sanctus the cantus sings a fragment of part 1 
of the theme in long notes before the entry of the C.F. in 
Concise ri. (THis time the C.F., using parts 1, 2,3, and 4, 
is characteristically in long notes, either whole or halt. 


In Hosanna I, parts 5 and 6 are sung in triple rather than 
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duple meter and the C.F. rhythmically joins with the other 
voices until the last five bars, throughout which the last 
note is sustained. Only part 7 is used in the Benedictus; 
it is sung three times, in whole notes the first two times, 
then “1n half notes the third time. Hosanna IL contains parts 


5 and 6 rhythmically integrated into the general texture. 


Agnus Dei 

in Agnus Dei. i the C.F. as treated in a typical man-— 
ner with all seven parts of the theme sung in half notes: 
incaAqgnus Der If, cantus Il joins the-polypnonie texture sing— 
ing the whole theme once through and concluding with a repe- 
tition of part 7. The theme of the imitative sections is a 


paLapmubase Of LNeeC. In. 


MISSA {VENT CREATOR SPIRITUS| 


Missa Veni creator spiritus a6 lay in the choir re- 


cords for three centuries before it was published in isss.+ 


Thesc.P. uses the hymn for Pentecost, Veni creator spiritus, 


when ts In cour phrases. 


ht had been copied into the Pontifical Chapel Codex 
57 during the sixteenth century. In the codex it is without 
a title which accounts for the use of the square brackets in 


the Rome edition. 
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EXAMPLE 4-24 The C.F. theme and Veni creator spiritus 


Kyrie 

The C.F. of Kyrie I and Christe each contain two 
parts of the plainsong, with each starting after other voices 
have entered. It' is sung in whole notes with a ber rest se- 
parating every section of the theme. In each case the poly- 
phonic voices around the C.F. use material that has been tak— 
en from the hymn. In the Kyrie the contrapuntal voices use 
tne first tew notes of part I, and ain they Christe the first 
few NoOLes, Off part ls.) im Kyrie Ui, che C.. sings. che con— 
plete hymn an halt notes, with rests separating each pare of 


the theme, end with part 4 repeated. 


Gloria 

The theme’ in the Gloria is sung twice; in the first 
eecticn; and again, in Oul tollias every note or the) thenenoce 
cupies one bar, with rests of a few bars length separating 
each part of the theme. The C.F. voice sings only the theme 
with no extraneous notes, although an occasional accidental 


is used. The typical C.F. appearance is absent because the 
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rhythm of the C.F. voice is integrated with that of the other 
voices both in homophonic and in polyphonic sections. There 
is some overlapping of C.F. from section to section; for in- 
stance, there is a section ending and a change of meter in 


bar 103 (in gloria, Example 4-25) but the C.F. continues for 


two more bars into the succeeding section. 


EXAMPLE 4-25 C.F. overlapping from section to section 
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Credo 
In the Credo the C.F. combines long notes with rhyth- 
mic integration, the long notes occurring mainly at the end of 


each part of the theme. Rests separate the four sections of 


Ss repeated. A C.F. is not used in the 


- 


the theme and part 4 
Crucifixus. In Et in Spiritum, cantus I sings the theme 

7 + + + —~ wi t 
through once,using rests to separate the parts and with the 


rhythmic patterns of the other voices integrated with the 
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C.F. most of the time. Part 4 uses long notes and less in- 


tegration ending on a note held for the final five bars. 


Sanctus 

The Sanctus has the usual long note C.F. appearance 
with the other voices imitating the theme. In Hosanna I 
Pattee of the “theme is sung an triple raytam, still one note 
Co the bar-except that the last note is held fer six bars. 
Je benedicrus,. although the CVE. as sung an cantus 2.310 long 
notes and with rests separating the sections, the C.F. ends 
abruptly on che fourth “last note of part 35. in Hosanna IL 
the C.F. starts afresh with the complete theme presented in 


long notes. 


Agnus Dei 


CantusS I has the C.F. in Agnus Dei I with the theme 

Sung. o.n, bong Notes! Starting iin: the isecond Bar. —agnus Jer it 
CoMmtains a section with proportional Contilict., The cantus as 
marked He while the other voices are marked (=; thus two bars 
BE the C.F. equal ‘three bars of the other voices.. Parte 1, 
2, and 3 are sung in this way (Example 4-26A) with long notes 
in the C.F. (dotted whole notes). At the beginning of part 

A (bar 49) the C.F. meter changes so that the bars are equal, 
a change that gives the aural impression of a slight increase 


in speed of the C.F. through part 4 (Example 4-26B). The 
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movement ends with the C.F. sustaining the last note of the 


theme for five bars. 


EXAMPLE 4-26 Proportional conflict and meter change in 
Agnus Dei II 
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MISSA PANEM NOSTRUM 


The theme used as the C.F. in Missa Panem nostrum is 
a portion of a plainsong setting of Pater noster (see p. 102). 
AS used by Palestrina, it has an A A A structure, A’ being 
the same melody as A transposed a fourth higher. Part A can 
be subdivided into three with the first phrase consisting of 
nine notes, and the second phrase Six notes; the third isa 
repetition of the second. The whole theme is sixty-three 
notes long which may be considered as two basic components 


totaling fifteen notes. 


EXAMPLE 4-27 The C.F. of Missa Panem nostrum 
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The C.Fol in Kyrie LT enters atter all the other voices 
(bar 11).1 The imitative polyphony is a paraphrase of the 
first few notes of the C.F. The contrapuntal voices of 


Christe and Kyrie II are independent of the theme. The C.F. 


lgee Appendix, Example 4, p. 127. 
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is used in an identical fashion in all three sections of the 
movement. Kyrie I contains the C.F. singing part A, Christe 
part A' and Kyrie II part A, each having successive notes of 
the theme in whole notes, one to a bar. There are ten bars 
Lest prior to the entry of the C.F. in each case, and two 
bars rest separate the three parts of the theme in each of 
the three sections of the Kyrie. At the 6nd of each section 


the last note ius extended, 


Gloria 

inthe (Gloria the Clk. starie 20s bar yy aocdiets inc 
one bar for each note of the theme, however, as in many of 
the later C.F. masses, the note values in the bar are varied 
in order to rhythmically integrate all parts. The theme is 
sung in this way for all of part A after which there are five 
bars rest, then part A” as sung with halt the mote values of 
A. The section ends with an extended long note. Oui toliis 
contains part A using exactly the same pattern, including 
the Wength of the rests, as found at the beginning of ‘the 
Gloria. One note of the theme is sung in each bar and the 
note values in the bars are varied to integrate the other 
voices in Al and A2, but A3 (bar 85) is sung primarily in 
whole notes. After five bars rest, part A is repeated using 


half notes and ending with a three-bar extended note. 
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Credo 

The C.F. in the Credo is again in the quintus. It 
starts in bar ll using one note of the theme to a bar. ‘Two 
bars rest separate each part of the theme and the C.F. is 
rhythmically integrated with the other voices. Ten bars rest 
separate part A Erom part A’. Part A’ is sung in the same 
manner except that A'3 is not integrated rhythmically but is 
sung in long notes. The Cruciftixis a5 without C.F. ‘The pat— 
tern started at the beginning of the Gloria and in the Credo 
Continues in EtG in Spiritum. Part Ais riytimically inte— 
grated into the texture and is sung at the speed of one note 
of the theme to one bar, it is then repeated (bar 162) at 


twice the speed before the end of the movement. 


panctus 

The first two movements of this work use the first 
five notes of the theme as material for the contrapuntal 
wOLces., in the Credo: the cantus) sings the whole or A as parc 
of stheshomophonie texture prion to the entry GE the Clks in 
the Sanctus, the theme is used to a greater degree in the 
polyphonic texture of the movement, especially at the begin- 
Eels tm 

The note values of the C.F. in the Sanctus are twice 
the length of those in other movements. Twenty bars rest 


occur before its entry, and although it is partly integrated 
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into the texture by the use of half notes, each eae of the 
theme lasts two bars instead of one. Four bars rest separ- 
ate Al from A2; part A3 is absent. Benedictus contains the 
C.F. using one note of the theme in each bar. The meter 
changes@to, triple in the: Hosanna iT (bar 39) and the C.F. ais 
Still sung with one note to a bar. In this section part A 
is sung through once with no rests separating the parts of 


the theme. The last note is extended for two bars. 


Agnus Dei 


in Agnus Dei T° the pattern is repeated. Following 
ten bars rest Al is sung in whole notes (with some divided 
in two); after seven bars rest, A2 is sung the same way, 
then following two bars rest A3 is sung in whole notes with 


the last note extended for three bars. In Agnus Dei IT a6 


the first four notes of the theme are sung in whole notes by 
both the cantus and the tenor after which each continues con- 
trapuntally (Example 4-28). The altus, after its initial 
contrapuntal entry also sings this four-note phrase. As in 
every movement of this mass, the quintus Smale ome ¢fa wy ey ee elke 
in this section it is followed by tenor I in canon one bar 
later and a fifth higher. The C.F. is in whole notes for 
most of the movement except for a few half notes in the latter 


portion of part Al, and there are the usual two bars rest 
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EXAMPLE 4-28 Opening bars of Agnus Dei II 


Agnus Doi II 
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separating each of the parts of the theme. Only pert A is 
isea witli AS ending four bars before the end of the work, 
One bar rest then separates a repetition of the Vast two 
notes of the theme and the last note is doubied in length 
(Example 4-29). Usually, the last note is extended until 
the end of the work without a rest, but in this case 


Palestrina indicated the conclusion of the canon (bar 36) by 


amserting the rest. 
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ENG Ot the canon. in Agnus Dei ITI 


EXAMPLE 4-29 


Sy “2 - Cae 4 


CHAPTER V 


SUMMARY OF PALESTRINA'S USE OF CANTUS FIRMUS 


IN HIS CANTUS FIRMUS MASSES 


EXAMPLE 5-1 The themes of the seven C.F. masses 
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Thematic Material 
Length and character 

Palestrina's C.F. themes vary greatly in both length 
and character. The longest, found in Missa Octavi toni, has 
sixty-seven notes, the shortest, in the hexachord mass, Missa 
Ubere mivfa sol da; has only six-noteés. “In four of the masses 
the themes are divisible into three or more parts, some con- 
taining subsections, with little or no HEPSET Leones eour 
masses use repetition as an important component of their 
themes. The ranges of the themes vary from a fourth in Missa 
Panem nostrum to a ninth in both Missa. Octavi toni and Missa 
L'homme armé. The following chart summarizes the structures 


Of the Seven Ceof. themes. 


theme Repeti Disjunct 
Mass parts tions sLbength Leaps motion Range 
Ecce My ER, 
Lila, . no 28 notes yi 25% 6th 
L ‘homme Al’ A2 > tAS 
BL be eevee 37 notes 9 24% 9th 
Hexachord A,B yes 6 notes - 0% 6th 
Ave Maria A, A'; A yes 10 notes 3 30% SER 
Octavi ee Se ee 
Ze loup nd no 67 notes 4 6% 9th 
Veni eae eo ye au io 39 notes 8 21% Fp olin 
Panem Done Pees yes 21 notes ib 5% Ath 
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The C.F. of Missa Panem nostrum is in conjunct motion 
except for one upward leap of a third); and thes lengthy C.F. 
OPeiissa Qetavi “toni 1s\ primarily conjunct except for four 
leaps of a fourth and two of a third. The C.F. of Missa 
L'homme armé, contains much disjunct motion with an octave 


leap and many leaps of fourths and fifths. 


Derivation of themes 

Palestrina rarely made adaptations to the themes he 
used for C.F. in the masses. The C.F. for Missa Panem 
nostrum is a derived theme, both in note sequence and in 


plcch, as seen an the following comparison, 


EXAMPLE 5=2 A comparison of ythe C.F. from MressalPanem 
nostrum with the theme from Pater noster 
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There is also a close parallel in structure between 
the C.F. of Missa Panem nostrum and that of Missa Ave Maria. 
The theme of Missa Ave Maria, as yet unidentified, may have 
come from any of three sources; (a) a freely composed theme, 
(b) a direct quotation from a sacred or secular tune, or (c) 


a derived theme. Palestrina used the "ancient" C.F. techni- 


que and it is possible that he may have used the old soggetto 


Cavato procedure as well. One might speculate on a soggetto 
source for the C.F. of Missa Ave Maria. It would be necess-— 
ary to match an appropriate word or words having ten vowels 
to the available solmization syllables in the mutated hexa- 
chords. The Ave Maria theme, having Bs is in a transposed 
mode which then allows three possibilities for the solmiza- 
tion OL Seven _of the notes, and four possibilitres Lor the 
other three notes, as seen in example 5-3. The text of the 
Cs. theme, Ave Maria gratia plena, contains a total of ten 
vowels, Dut all Of them do not fit anto “the solmization pat— 
tern. A number of names selected from those familiar to 
Palestrina, each containing ten vowels, could be candidates 
for a soggetto cavato theme. These names include those of 
churchmen, noblemen, men of the arts, churches, musical or- 
ganizations and even Palestrina's Latinized name: Giammaria 


Ciocchi (del) Monte who became Iulio Tertio Ponti(fex) 


fies eet 


Max(imus), Cardinale Ippolito d'Este, Gugl(i)elmo Gonzaga Dux 
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EXAMPLE 5-3 Solmization syllables from mutated hexa- 


chords for both pitches of the C.F. of Missa 


Ave Maria 


Hexachord 


ppurenosed SSS 


Ss 
soft af fa kite ka Via. eisai Le Wrerrras oo. iE 
natural 2 -- la la -- fa la sol sol -—-— ut 2 
hard 3 na “rere: Sit ==" were ae a oma! ea 3 
(transposed) 

soft 4 ut -- -- ut sol -- la la ut re 4 
natural same as in 1 above 

hard same as in 2 above 


Mantova(e), Duca Alfonso II d'Este (di) Ferrara, Giovanni 
Pane cia, Michelangelo BuonnarlLoul, can Glove) Ueterana, 
ie ecademia (di) S. Caccelia, loennis Patri eerie), 7or 
Joann(es) Petrus Loysi(us) Pr(a)enestinus. All the vowels 
for these names also do not completely match the available 
solmagation syllables, but in four other nemes; the solmiza- 
tion syllables and vowels do match. The numbers underneath 
the vowels indicate the hexachord in which the syllable is 


found, (cf. Example 5-3). The names are: Maria Gismondi (da) 
dere iy eo 


Palestrina, the composer's mother; Lucrezia Gori (da) 
ale Seles zie oe, Sg et ah 


Palestrina, his first wife; and a word order change for 5S. 


‘lia Accademia. These three names, however, use many of 
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the mutated hexachords, perhaps lessening their plausibility. 
The fourth possibility is a combination of Palestrina's 
Latinized name and the name of the accademy he helped to 
found, S. Caecilia. If the names are spelled in retrograde 
and vowels selected, the solmization syllables of all ten 
notes of the theme derive from the same hexachord: 


ailic(e)aC suisy(o)L s(u)rteP sennaoJ. 
AYA ewe ak ast 1 CPE hee 


Long notes and integration 

In three masses, Ecce sacerdos, L'homme armé and Ave 
Marva, the CoE. voice sings primaraly dong Notes througm 
every movement. in the other four CLF. masses long Notes are 
used primarily in the C.F. voices in all but two of the move- 
ments (Gloria and Credo). These two movements each contain 
much integration of the C.F. note values with those of the 
other voices of the mass. In the Gloria of Missa Panem 
nostrum there are some long notes, but in the Glorias of 
Migsa Ut re mi fa sol la, Missa Octavi toni and Missa Veni 
creator the note values are completely integrated. In the 
Credos of these masses, only Missa Octavi toni has completely 
integrated note values; the Credos of the other three masses, 
Panem nostrum, Hexachord, and L'homme_ armé, each contain some 


long notes Missa Panem nostruim is the only mass with some 
2s. Missa Panem nostruin 
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integrated passages in Sanctus. Many movements and sections, 
such as the Kyries of both Ecce sacerdos and Panem nostrum, 
the Gloria of Ecce sacerdos, and the Sanctus and Agnus Dei of 
Veni creator, contain a typical whole-note C.F. The first 
sections of both the Gloria and Credo in L'homme armé use 
greatly elongated note values for the C.F. In contrast to 
this elongation, the note values of the C.F. of Kyrie II in 


L'homme armé are very short. 


ine C.F. voice 

There is a general consistency in maintaining the 
same C.F. voice. In three of the masses, Ave Maria, Octavi 
Lome, ond r Veni creator, the. Cor. 1S foun ane noone Vote 
tnrougnout the work. (“Three others, Panem nostium, Hexachora, 
and L'homme armé, use few changes of the voice singing the 
C.F.; some of these changes are the result of canons requir- 
ing two voices for the singing of the C.P. Ecce sacexrdos 
magnus is the mass with the greatest variation in this re- 
spect. In seven sections the C.F. is in the tenor, three 


sections in the altus and two in cantus. 


Entries and endings 


The C.F. voice generally enters after, rather than 
before the other voices. In twenty-six of the thirty-five 


movements in the seven C.F. masses the C.F. voice enters last 
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or second last, which, taken together represent about seventy- 
four per cent of the movement entries. Only about nine per 
cent (three of the thirty-five) of the C.F. entries begin 
the movement. The average length of silence before the entry 
of the C.F. voice is about seven and one-half bars. The long- 
est period is twenty-one bars and the shortest is less than 
One bax. 

In twenty-five of the movements, the ending of the 
C.F. theme occurs before the end of the movement and the last 
note is extended an average of about three bars. In only ten 
cases do the endings of the C.F. theme and the movement coin- 
crude. In three of the sections the C.F. voice ends with 


BES eS 


Degree of Use 

One mass of the seven, Missa Ut re mi fa sol la, has 
Cir. an every section of the work. “Missa Ecce secerdos, on 
the other hand, has five sections without C.P..) in the other 
fave masses the C.F. us absent only an fhe Crucitixus. 

Whe degree: of aCELVAtyY Ol ithe Ch. volcerditters an 
each of the seven C.F. masses. In Missa Ave Maria, for in- 
stance, the number of bars rest in the C.F. voice almost 
equals the number of bars that the C.F. voice sings. Compared 


The comparative degree Sf inactivity an tie 0. Voice fe an 
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dicated by the following figures which represent the percent- 


age of bars rest in the C.F. voices of each mass. 


Ecce L'homme Hexachord Ave Octavi Veni Panem 


Kyrie Ded 34.4 ees 42.6 sete 16,4 38,2 
Gloria 24.2 Zou i3ec 46.5 30.4 2 <0 estas 
Credo 46.9 40.5 24.3 66.0 SORE 70.0; #568 
Sanctus SIPKO O52 LoeS 48.8 ao 60 19.0 2255 
Agnus Dei 49.3 20.4 Oe 4239 24.6 1022" sae) 
Total 49.3 Bower, BOT SPARS SO Cai Sees ge? Fo oe 

(26-0) 2726) (20.57) (4636) -(30.6)) 20. oj ts ie) 


The figures in parentheses represents the percentage of bars 
rest in the work, excluding the sections that contain no C.F. 
tiecne case Of Missa Ecce: Ssacerdgs, the Secliona wl eos Clr 
represent an appreciable amount of the whole; in five of the 
OlLner masses. the Cruciiixus, Ehe Section without Clr.) ec 
counts for five to eight per cent of the complete work. In 
nNowcase coes, the Car. Voice sing dnything Outithe Cll pais 
Ehemtneme:is not sung, the voice isesiient. 

For comparative purposes the percentages are given 
below for the three masses which contain the most C.F., but 
which were eliminated from the list of C.F. masses (Chapter 
III). The first column (A) represents the per cent of the 
complete work in which the C.F. does not sing; the second (B) 


represents the per cent of rests in the movements where C.F. 
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is mainly used. 


Mass A B 
a re ee ee eee 
De beata virgine 7977 Awithout Clr.) 237 (Wether Cle) 
Quarta 82% 60% 
Tu es Petrus 90% 61% 


it can be seen that in Missa De beata virgine the C.F. is 
used consistently in the movements where it is present at 
all, but taking each of the works as complete units the fig— 
ures reconfirm their classification as something other than 


C.F. masses. 


Accidentals and transpositions 

Neither the use of accidentals in the C.F., nor the 
use of transpositions is frequent. Accidentals in the C.F. 
Woace are found mostiy in Missa Octavia toni, Missa Veuu 
creator, and Missa Panem Nostrum. Sometimes the accidentals 
are used to avoid the tri-tone; sometimes they give the im- 
pression of a modulation in a dominant-tonic relationship. 
This’ implication of tonality may be evidence that these three 
Masses were written later in Palestrina’s career. An acciden— 
tal in the C.F. voice in Qui tollis of Missa Veni creator 
Spiritus anitiates a’ series of secondary dominants very like 


that found in diatonic harmony (Example 5-4). 
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EXAMPLE 5-4 Functional secondary dominants in Missa Veni 
creator spiritus: Qui tollis, bars 95-97 


Besides the upward transpositions previously mentioned 
as the A' parts of the themes for Missa Ave Maria and Missa 
Panem nostrum, the transpositions found in the C.F. masses 
are all either a fourth or fifth downward. The masses in 
which transpositions of the C.F. are found, Missa Ecce 
Sacerdos and Missa l'homme earme, are noe those that contain 
accidentals, and are works that are known to have been writ- 
Fen eablier in Wis carecr., _In the case of Missa Bocce 
saqceroos the transpositions are related to xthe xcange: of “the 
yoice singing the C.F., with the Same pitch used throughout 
the section. In Missa L'homme armé the transpositions gen- 
erally occur in the repetition of theme parts and are used in 


the manner of a thematic development or thematic variation. 
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Proportional conflict 


Proportional conflict has been discussed in relation 
to Missa L'homme armé, however it is also present in three 
other C.F. masses. In Missa Ave Maria two cases occur, one 
case in Hosanna and one in Agnus Dei II. In Agnus Dei II of 
Missa Veni creator there is one double time signature. All 
bur one ot the proportional conflicts anyolve thet. bs volce. 
In Agnus Dei III of Missa Ecce sacerdos magnus, in which 
there is no C.F., three different time signatures occur 
simultaneously, rather than just two as found in the other 
masses, 

EXAMPLE »5=5 Openang of Missa Ecce Ssacerdoes magnus: 


Agnus Dei III which shows the three time 
Signatures indicated by Palestrina, 
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Contrapuntal Devices 


Imitation of the C.F. by the contrapuntal voices does 
occur but it is not a major precedure in any of the masses. 
It consists mainly of a statement of the theme, or pert. 492 
the theme, by one or more of the voices at the beginnings of 
movements or sections. Following the brief imitative open- 
ing, the voices generally continue in free counterpoint. 
Missa Ecce sacerdos and Missa Ave Maria are the two masses 
with the least amount of imitation. Missa L'homme armé and 
the Hexachord mass are the two that contain the most. Gener- 
ally the Sanctus is the movement in each mass where imitation 
is used to the greatest degree, however in Missa Ecce sacerdos 
11s not found in Sanctus, and an Missa Parem-nostrum, 
although the whole first phrase is imitated in the Sanctus, 
it is only found in cantus and bassus. 

Many fifteenth- and early sixteenth-century masses 
contain highly imaginative and clever contrapuntal devices. 
Andrews states that Palestrina was the complete master of 
straight-forward canon, and there are many examples through- 
out his masses. However, "Palestrina rarely if ever used the 
more abstruse forms of canonic device; mirror canons, inver- 
sions, and the like are not a part of his materia musica." 


In the C.F. masses of Palestrina, extended canon is found in 


landrews, Technique, p. 158. 


a 


four masses, three in which the C.F. voice is involved, and 
one mass in which it is not. Missa Panem nostrum and Missa 
Ut re mi fa_sol la each have a canon in Agnus Dei II, using 
the C.F. voice as the leader. The canons in Missa Ave Maria, 
which are not part of the C.F. voice, are found in both 
Agnus Dei I and II. The fourth canon is in the Hosanna of 
Missa L'homme armé, and it also uses the C.F. voice as leader. 
Other specific contrapuntal devices are rarely pre- 
Sentwan the C.E. masses 'elther in the Clik. vo1ce or ain. the 
contrapuntal voices. Augmentations and some diminutions are 
contained in some of the C.F. voices throughout the masses. 
Migratory ©.F. 1s°found only once, in Agnus Dex of homme: 
armé (p. 73). Fragmentation of the C.F. has been observed 
in Missa Ecce sacerdos (pp. 60-61) and in Missa L'homme armé 
(p. 71) where, in each case, only one part of the theme was 
used as the C.F. in the particular sees of the mass. 
Another short fragmentation is seen in Missa Octavi toni 
(bar 94 of Gloria); the first three notes of part 7 of the 
theme are stated after the singing of the complete theme, and 
berore the repetition of part 7. Repetition, a type of frag— 
mentation, is found mostly involving the latter parts of the 
themes, after the complete themes have been sung. Neither 


retrograde nor inversions are used ain the C.F..of envy or the 


C.F. masses. 


inh 
a * no 
: i iy Fe a 
' Je 
Wiig? -. : sa. #y int ib JITSTS ar 8 7 ie o ieee £4 aot ats *4 . 
se i ay 7 ae a _ 
S a5 A > 
; fr a a ; ; i” » oGhl Ss 4s ss tetere 
a _ > 
: Oe 
) Kote ara a | i. Lay stella ‘te: y 
: ’ - 


= 


Cf wnty as te jeed' ort’ ..'aiek 
: ; Pe « 
t galavds: Duar giat Use 
bite 
} é rind; oy i 
nn — 
‘ 1. i he a ee hier 4 


ao / oy, AoW a ni ree ie 


nn GB fhwy ee Bee ee ac j a3 OnET _ car _— sal 
- " 


® or } ih 4 : 7 als . A we — Ls 


fl b y el - a 
a Metta a eres ins bia ere ee 


te. 


| 


+ (SUE ae as | 


UALS Pees 


id et _— ae 
Vi 


. St ee 
en partite’ wt + See he ge tad 
» i J 
7 
fi a 7 in aot ~ ; 


a 
; s a 
ry ¥.J ‘se yl? Te ou sy) 4 ae a a wy 


a 


op oa 


= 


4. gies 


114 


Conclusion 


The characteristics of Palestrina's cantus firmus 
masses have been listed. Palestrina used "strict" cantus 
firmus in the composition of a few of his 103 masses, of 
which 7 are correctly classified C.F. masses. The manner in 
which Palestrina used the C.F. technique in these seven 
compositions has been investigated and illustrated. 

Some of the C.F. masses were published early; some, 
although published posthumously, were undoubtedly written 
early in his career; some were probably written later, thus 
the "old-fashioned" compositional technique of cantus firmus 
was perhaps used throughout most of Palestrina's professional 
life. The Palestrina masses are as far removed from the pre- 
sent day liturgy, and are probably as obsolete now as the 
C.F. technique was when Palestrina wrote the masses. Many 
of the C.F. masses are regarded as outstanding examples of 


the sixteenth-century sacred vocal art. 


vie sete sea’ ai oul ae 
iad Sitios ty abt To ryt imighe 
- a ml its pox aiipids fale 95 Me =), a otra 

. A> we | a dean! Tig oh 4 . 

wemk> 4 igiatx Pop aq. nie ieee ae bata > b= a - 

\4 ru titechiiratnh WRIPR |g Sg mse mil 
ree eer ey nk ttn 
, | Adee: Mates ty ie ren eo 
ea er ee oe ee hgh: hed aetna 

A di? mary ce ntns QO th eee ee Ree ees aa sank 
mic | iar 2 Jeet eee Setovate: cord fi aon <r ha 7 
Sigihe (fe Lke MOE Bohne hea peeas at aaa a 
Ce, aT peat hn ar oy ay a Heer wale 


REFERENCES 


Agricola, Alexandri. Opera Omnia. - Vol. XXII of Corpus 
Mensurabilis Musicae. Edited by Edward R. Lerner. 
67 vols. n.p.: American Institute of Musicology, 
NS Now be 


Andrews, H. K. The Technique of Palestrina. London: Novello 
ands Gow, 19564 


Apel, Willis Harvard Dictionary of Music. 2nd ed. Cambridge, 


Mass.: Belknap Press of the Harvard University Press, 
L909% 


- The Notation of Polyphonic Music 900-1600. 


Cambridge, Massachusetts: The Medieval Academy of 
America, 1961. 


Baker's Biographical Dactionary of Musicians. 4th edo New 
York: G. Scharmere ines, 4:9205 


Barbireau, Jacobi. Opera Omnia. Vol. VII of Corpus Mensur- 
abilis Musicae. Edited by Bernhardus Meier. 67 vols. 


Amsterdam: American Institute of Musicology, 1954. 


Bova, Malcoim. ~-Palestrine's style. Loncon. Osrord Unaver— 
Silty Plreos a ou oe 


Brumel, Antonii. Opera Omnia. Vol. V of Corpus Mensurabilis 
Musiceac. Edited by Barton Hudsons .67 vols.) s1,p,-: 


American Institute of Musicalogy, 1969, 


Bukofzer, Manfred F. "The Unknown Chansonnier of the 15th 


Century." The Musical Quarterly XXVIII (January, 
1942), 14-49. 


Cohen, Judith. The Six Anonymous L'homme armé Masses in 


Naples, Biblioteca Nazionale, MS Vi EF 40, Vol. 21 Gf 
Musicological Studies and Documents. General editor, 


Armen Carapetyan. n.p.: American Institute of 
Musicology, 1968. 
AICS Be 


To. ee 
sent Ani ah? — ee: 7 


7 go?) 6, ph fe I aeok 
' 
{ is Cae 
ha’ 7 
v a XJ ms 
: £ . a 
oy ry 7; : 
j 
Lj 
. 
k Piseies 
. apo PA rae Sra) |) 7 
MP nee , a 7 


\4 , 


s bint - = hs alts Ay is \ he na 

‘ ae ? create ate 
ak iyoph. 9 Sere 
at wae bie 528 
iPiaterty . 


116 


x 
Compere, Loyset. Opera Omnia. Vol. XV of Corpus Mensurabilis 
Musicae. Edited by Ludwig Finscher. 67 vols. n.p.: 
American Institute of Musicology, 1958. 


Davison, Archibald T., “and Willd Apel. Historical Anthology 
of Music. Vol. I. Cambridge, Mass.: Harvard 
University Press, 1966. 


Des Prez, Vosquins Werken. van Josguin Des Pres. Uitgegeven 
door A. Smijers. Amsterdam: Vereniging voor 


Nederlandse Muziekgeschiedenis, 1926-68. 


Fauges, Guillaume. Opera Omnia Fauges. No. 7 of Publications 


of Medieval Musical Manuscripts. Brooklyn, N.Y.; 
Institute of Medieval Music, 1959. 


Fellerer, Kia G. "Church Music and the Council, of 2renc. 
The Musical Quarterly XXXIX (October, 1953), 576-594. 


Grove's Dictionary of Music and Musicians. Sth ed. New 
NOtks wt. Martin Ss: Press ine. . 19502 


Huff, Jacob H. "Palestrina's Missa Ecce Sacerdos Magnus." 


American Musicological Society Journal VII (1954), 
AbSstraccs ~. oo 


Jecin, Hubéerts 2A History of the Councilobw emt side lo. 
London: Thomas Nelson and sons ltd Lose. 


Jeppesen, Knud. "Palestrina." Die Musik in Geschichte und 
Gegenwart. Vol. X. Kassel: Barenreiter, 1962. 


. The Style of Palestrina and the Dissonance. 
hondon:  Oxtord University Press, 19462 


Lang, Paul Henry. Music in Western Cayiiligation,: New works 
WowWee “Norton. ana <a. [ACh wos. 


Lees-Milne, James. Saint Peter's: The Story of Saint Peter's 
Basilica in Rome. Boston: Little, Brown and Co., 


AS eof be 
Liber Usualis. Tournai, Belgium: Desclée and Co., 1957. 


Lockwood, Lewis H. "Vincenzo Ruffo and Musical Reform after 
the Council of Trent." Musical Quarterly XLITI (July, 
1957), 342-371. 


Mm. Lats Ooi — ey viata ie hin é 
Pare amiT\ + «Bae abn ee ar .#s 
: ately som. ef, er 

a 


a se esc! —v° re 
we by Aa its Fh —<i } ela, ¢ x ie a - Aa 
tin i to f) oF ) are eritye shake ast 7 


B " ' a 
pices ls wide Stivortppabees u, cobabeb at, 
bee . rove ; ‘ a The oh eves oe 

; y 4 2, ii , ; ve ny i Ri ee p<, at, 
‘ J 4 b~ 

f Part 3 esl 

ey zs ty rk te ae i uh SARe the Tom, 


° =% 
Al =e. 
4 ‘ in . aoe Zz 
‘ ihe ‘ ora: =i o- Tas 
Ven * 7 a 
i , ’ <4 ae re 


| 254 iris . qa ey 2 
; _ yn _ 
ise itor. heals inalnty acta a eae wee ie v a 
; at 


ety Nu’ ADM AE eC watt Meats ey Vw sa 
. Py Seer 4g biter 


o 
1 : F ves . 2 ad al 
1? &-s % 4 " 
As eas 8 ra"r 
a 
é * " 
f } q 
oe j 
* 
i A =f 
i a 
4 a 
ye ao 
‘ - 
is a | ch 7 iar pit 
* a = 
, 5 


mJ Tha aot rete 


5 * 
7, & os id 


A Sea Gc eee Le Wet I pus) ane 
Tan 1 oe ee 


, 


alt ; 7 
ph) CPPS ty) + 
iM ea 


‘ 


pS 


Mann, Alfred, trans. and ed. The Study of Counterpoint from 
Johann Joseph Fux's Gradus Ad Parnassum. New York: 


W. W. Norton and Co. Les eee 


Missale Romanum. 8th ed. Boston: Benziger Brothers, inc.y 
1220. 


Monumenta Polyphoniae Liturgicae. Rome: Societas Universalis 


Sanctae Ceciliae, Series I, 10 vols., 1948. Series 
LD 2.6 wols.). 1957=66. 

Contains L'homme armé masses by Dufay, 
Busnois, Caron, Faugues, Regis, Ockeghem, de Orto, 
Basiron, Tinctoris, Vaqueras, and the six anonymous 
L'homme _armé masses from Naples. 


Morgenstern, Sam, ed. Composers on Music. London: Faber 
and Faber, 1956. 


Morris, Reginald Owen. Contrapuntal Technique in the 
sixteenth Century. Oxford, England: Clarendon Press, 


1964. 


Ockeghem, Johannes. Collected Works. Edited by Dragan 
Plamenact. Vol. 2.) T.p.s) American MisteotogicaL 
Society, 19597 


Palestrina, Giovanna Pierluigi da. le Opere Complerce di 
Giovanni Pierluigi Ga Palestrina. 327Vols.. Rome: 
Instituto Italiano per La Storica Della Musics 
Edizione Scalera, 1939-72. 


» Pierluigi da Palestrina's Werke. Edited by Pranz 
Xaver Haberl. 323 Vols. .«<Farnborougn, fants, faclends 
Gregg International Publishers Ltd., 1968, repub— 
lished from Breitkop£ & Hartel, Leipzig, 16380. 

Mie CoP. masses are in* Vole. Up le, ew, 


23. andic4n 


Pastor, Ludwig, Freiherr von. The History of the Popes. 5th 
ed.. Vols. IX to XXIV. Translated by Ralph Frances 


Kerr. 40 vols. London: Kegan Paul, Trench, Trubner 
and?) COLO. loZo oy. 


Pipelare, Matthaeus. Opera Omnia. .VOL. XRALV Gf Corpus 
Mensurabilis Musicae. Edited by Ronald Cross. 67 
vols. n.p.: American Institute of Musicology, L967. 


ae - 
he oe a a . 
ube ladies ohh eyed x 
‘ rd 7 AL) Se Ae dur. 
ie wert ht toes 


: \ ~ 


% 7 - 
i i 2 iu A a ae 3 Lists I Ey i 
4’ : Bi 4U rn 7 
va9 al a» 4 
n A nf * J i aes 
Jed Ses 
rar vis eh pi PEs 
; i 
i 4 “f ae 2 
b me ee 
e = if ? @ eos 4 
«, 7 ‘al 
‘ | . 7 ¥ 
y ad 
& 989 
; ne > we ee ts ’ y ~ fh oF .* + pa 5 ue ; 
i ee eae | 2 ic eee Ran 
’ eX rons, 5" és viata, Ji af at 
‘ A r) “A tage 82 : a 
M 
- 
7 


118 


Pyne, Zoe Kendrick. Giovanni Pierluigi da Palestrina: His 


Life and Times. London: John Lane the Bodley Head 
Dee, +922. 


Reese, Gustave. Music in the Renaissance. New York: W. W. 
NOGEOn “and Co, Inc. , 1959. 


Bocne, Jerome. Palestrina. Vol. VIET of Oxford Studies of 
Composers. General editor Colin Mason. london: 
Oxford University Press, 1971. 


hore, “Cipriani. Opera Onniva. Vols civ of Corous 
Mensurabilis Musicae. Edited by Bernhardus Meier. 
6/ volS. n.p.: American Institute) ot Musicolagy, 
1966. 


Soderlund, Gustave Fredric. Direct Approach to Counterpoint 
an l6th Century Style. New York: Appileton—-Century-— 
CEOELS , elite.) Lotus 


, compiler. Examples of Gregorian Chant and Works by 
Lassus, Palestrina and Ingegneri. New York: Appleton- 


Century-Crofits, fnc., 1946. 


Sparks, Edgar H. Cantus Firmus in Mass and Motet 1420-1520. 
Berkeley: University of California Press, 1963. 


Strunk, Oliver. ‘Origins: of the ‘lL homme arme' Mass." 


Bulletins of the American Musicological Society Tf 


(June, 1937), Abstracts, pp... 


Gir Jack A. and FP. tl. Harrison, Collings Music 
Encyclopedia. London: William Collins Sons and Co. 
Mais, S egg ed BS hee be 


WESTCUD:, 


ee 


7 : 
- , se — 
2 ae) af bags va ie rake a 
i a 


os Pe j a aa “Ths at 


7 4 “ 7 fey an ane 
f site, bay ‘TEU, 
ude c.4 etree oii 


APPENDIX 


EXAMPLE 1 Josquin, Vive le roy 


The soggetto cavato melody is used as a C.F. at two 


different pitch levels. 
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EXAMPLE 2 Josquin, Ut Phoebi radiis: a solmization motet 
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EXAMPLE 3 Josquin, Missa Hercules dux Ferrariae: Kyris 


The soggetto cavato melody is used as the C.F. ina 


typical, whole-note manner. 
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EXAMPLE 4 Palestrina, Missa Panem nostrum: Kyrie I 


The C.F., starting last, is sung in typical long- 


note manner, using one whole note of the theme to a bar. 
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EXAMPLE 5 Palestrina, Missa L'homme armé: Gloria (first 


section) 
The C.F. is sung in an extended long-note manner, 


rhythmically patterned after the chanson. 
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EXAMPLE 7 Palestrina, Missa Ave Maria: Sanctus 


Repetitions of the C.F., both theme and text, are 


separated by many periods of rests. The total number of 


bars rest almost equals the number of bars in which the C.F. 


is present. 
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